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Editorial

It could be mere coincidence that the studies in this volume of our Jour-
nal are all about lutenists. This volume has a decidedly biographical focus, 
whereas the content of the journal is generally more diverse, aiming to in-
clude writings that reveal aspects of repertoire, sources, instruments, and per-
formance practice. It may be pure coincidence, or perhaps it is also because 
players today, as well as scholars, are curious to know more about the people 
who created the music we play, and from this knowledge gain deeper perspec-
tives that provide food for the mind as well as interpretative stimulus. 

Perhaps the most obvious case here is that of Giovanni Girolamo Kap-
sperger, a lutenist who remained almost completely unknown until the sec-
ond half of the twentieth century. Despite the initial biographical work by 
Paul Kast published in 1960, it was a good twenty years before he really start-
ed to emerge as one of the most significant lutenists of his time. Hopkinson 
Smith recorded a couple of pieces in 1976, and then devoted an entire album 
to his music in 1995. In the meantime, Kapsperger was heard in CD releases 
by Paul O’Dette in 1990 and Rolf Lislevand in 1993. During this period, it 
was the scholarly work of Victor Coelho that really shone a light on il Tedesco 
del liuto, in three publications issued in the 1980s—starting with one in this 
Journal—that established some details of Kapsperger’s life and also the links 
between his works and those of harpsichordists, notably Frescobaldi, previ-
ously considered the innovators of this new and extraordinary style of lute 
music. The most recent substantial work on Kapsperger has been the result 
of extensive archival work by Austrian harpsichordist Anne Marie Dragosits, 
published as a monograph in 2020, and as an abbreviated English essay in 
volume 53 of this Journal published in 2022. Subsequently, further research 
on Kapsperger has been conducted by German art historian Lothar Sickel 
that is published here for the first time. Dr. Sickel reveals some extraordinary 
information about Kapsperger, giving much vivid detail of his youth in Rome 
following the death of his father and his move from Venice to Rome with his 
recently remarried mother. The study shows how Kapsperger grew up in an 
inn run by his mother and her new husband, a place that offered hospitality 
to influential German visitors to Rome. Even though the documents have 
revealed little direct information about Kapsperger’s performances, this study 
opens so many possibilities for the reader to contemplate how the young 
lutenist may have sometimes entertained the guests, and that this may have 
provided the opportunities that helped Kapsperger come to the attention of 
members of the highest circles of Roman society. 

Born a century prior to Kapsperger, Vincenzo Capirola is known almost 
exclusively as a Brescian lutenist of the early sixteenth century, both the pa-
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tron and owner of a lute book richly adorned with paintings and decorations 
in its margins that is now in the safekeeping of the Newberry Library in 
Chicago. The book is probably best known today for the intricate artwork 
of its decoration than for the music it contains.  Its preface reveals that the 
copying and decorating of the book was entrusted to a person identified only 
as Vidal, who explains the illustrations as a device to ensure that the book 
would never be lost or destroyed, even in the hands of persons ignorant of its 
musical contents. The investigation by Paul Beier in this volume is an attempt 
to get to the bottom of the mystery that surrounds the identity of Vidal and 
his relationship to Capirola. It is a fine example of the work of a lutenist 
scholar whose career has often combined musical exploration with scholarly 
research. His article here is closely intertwined with his solo CD Il più bel 
secreto et arte (Stradivarius, 2021) that presents twenty-two of the pieces from 
Capirola’s book. 

The third biographical study that completes this volume is a joint work 
drawing together complementary research by Dutch lute scholar Jan Burgers 
and François-Pierre Goy of the Bibliothèque Nationale de France. One of 
the threads that connects their work is the collection known as the Goëss 
manuscripts held in a private collection in Ebenthal bei Klagenfurt (Austria), 
dating from the middle of the seventeenth century. These manuscripts are one 
of the two main sources of the music of the previously obscure lutenist Jo-
hannes Fresneau, born in France but whose life is more closely associated with 
the Low Countries. Revealed by Burgers for the first time only in 2016, his 
contribution to this new article presents many new aspects of the previously 
unknown life of Fresneau. As with the other studies here, the beauty of the 
music by the subject of his research can be experienced through the wonder-
ful recording of Fresneau’s music by Edward Martin (Les Larmes of Johannes 
Fresneau, Gamut 2020), a sonic complement that helps elevate Fresneau from 
the obscurity in which he has resided for the last centuries. Goy’s contribution 
to this joint study arises from his work cataloging the Goëss manuscripts. In 
carrying out this detailed archival research he brings into focus two unexpect-
ed and previously unknown players connected with the collection. The first is 
Pierre, baron de Goessen (c.1619–1705), the first owner and main scribe of 
the five earlier manuscripts and formerly identified as Johan van Reede. The 
second is Philippe François Le Vray (1638–1704), who is the main copyist of 
the theorbo book of the Goëss collection, and who also made smaller contri-
butions to other manuscripts beyond the Goëss collection.

— John Griffiths (February 2024)
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Who was Vidal?

Paul Beier 

ABSTRACT: Since the discovery and modern publication of the Capirola Lute Book in 1955 by 
Otto Gombosi, this early sixteenth-century lute manuscript has been considered one of the most im-
portant sources of lute music by musicians and scholars alike. The manuscript contains 42 works for 
solo lute and six pages of written instructions, as well as textural indications throughout its 149 pag-
es. The present study builds upon the work of Gombosi and scholars such as Orlando Cristoforetti, 
Victor Coelho, Dinko Fabris and John Griffiths, but takes issue with the scholarly consensus that, 
in the words of Gombosi, “The writer, Vitale, an unidentified dilettante on the lute, was obviously 
a professional painter of clearly Venetian schooling.” The paper centers on the character of “Vidal,” 
a student of the composer Vincenzo Capirola who, in his introduction, claims responsibility for the 
creation of the manuscript. It suggests an historical identification of the scribe with Vidal Vidal, son 
of Alvise Vidal who was a Venetian businessman and government official. An analysis of the text and 
of unique signs used in the numeric lute tablature sheds light onto the role played by Vidal in the 
collection of Capirola’s music, the transcription of his music and the authorship of the instructions.

KEYWORDS: Capirola, Vidal, Lute, Biography, Tablature copyist, Manuscript illumination, 
Venice

The Capirola Lute Book is a small book thought to have been written 
between 1515 and 1517, although an earlier date of around 1510 
has recently been proposed.1 It contains a table of contents, a short 

preface, a five-page treatise on lute playing and stringing, and forty-three 
works for solo lute in Italian tablature, in that order. The music compris-
es arrangements of popular vocal works of the late fifteenth and early six-
teenth centuries, thirteen improvisatory ricercars and some dance music. The 
manuscript was thoroughly studied and transcribed by Otto Gombosi; his 
edition included critical notes comparing, wherever possible, each vocal ar-
rangement with its original source, a complete translation of the lute treatise, 
and seven in-depth studies of the manuscript and its music, including bi-
ographical research on the composer and his family (Gombosi 1955). Since 
then, several further studies have appeared, including an introduction to the 
facsimile edition by Orlando Cristoforetti (1981), a new English translation 

1 Gombosi based his estimation of the date of the manuscript on the vocal repertoire, especially 
on the fact that Josquin’s Missa Pange Lingua did not appear until 1515, and because Capirola 
was renting a house in Venice in 1517 (Gombosi 1955). The earlier date, proposed by Victor 
Coelho, postulates that the Missa Pange Lingua may have been written as early as 1510, and 
that Capirola may have been privy to a now lost early source that circulated before 1515 (Coel-
ho 2023). I would like to express my gratitude to Victor Coelho for letting me read a draft of 
his article before publication. The page numbers given for this article refer to the draft and not 
the published article.
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of the treatise by Federico Marincola (1983), and a short book on Capiro-
la by Virginio Cattaneo (1992). Other writers on Capirola of interest are 
Paolo Guerrini (1954), who helped Gombosi in his search for biographical 
material in Brescia, Dinko Fabris (1997), Douglas Alton Smith (2002), and 
John Griffiths (2021). A handful of legal documents mentioning Capirola 
are found in Brescian and Venetian archives. None of these mention Capi-
rola’s connection to the lute, nor do they show when, where, or how he was 
active as a musician. Furthermore, the documents are few and far between, 
leaving substantial gaps in Capirola’s timeline. Capirola defined himself as a 
citizen of Brescia throughout his life, but one tax document filed in Brescia 
in 1517 shows that he rented a house in Venice.2 The first documentary evi-
dence on Capirola to surface since the groundbreaking work of Gombosi and 
Guerrini is cited in recent articles by Bonnie Blackburn (2010) and Victor 
Coelho (2023), where Capirola’s signature is found on three Venetian wills 
dated between 1528 and 1533 (discussed below and in the Appendix). Two 
of the wills list Capirola as residing in the Saint Augustine quarter of Venice. 
Blackburn speculates that Capirola probably owned lutes by the Venetian lute 
maker Sigismondo Maler.

What’s in a name?

The preface on the verso side of the first folio of the manuscript is of great 
interest for understanding its genesis and raison d’être, and gives us a glimpse 
into the personalities of the composer and the scribe. It is titled “Composi-
tione di meser Vicenzo Capirola gentil homo bresano” (Composition by sir 
Vincenzo Capirola, Brescian gentleman), and we learn from the first sentence 
that Capirola did not pen the manuscript himself; that task fell instead to a 
mysterious person by the name of Vidal, who has not yet been conclusively 
identified. For the purposes of the following discussion, it is worth quoting 
the preface here in full:

2 “mi Vincentio de eta de anni 42 Et tengo Casa a fitto in Venetia” (Brescia 1517), transcribed 
in Gombosi (1955, p. LXXV). Modern research on Capirola generally reports him as living 
in Venice in the period around 1517, based on this document. Douglas Alton Smith (2002) 
writes, for example, of “Capirola’s sojourn in Venice during the years 1515-1520.” See also 
Gombosi (1955), Cattaneo (1992), Coelho (2023), etc. We must note, however, that this is a 
tax document filed as an appraisal policy (polizze d’estimo) in Brescia. The website of historical 
archives of Lombardy describes the polizze d’estimo as follows: “The appraisal policy was a 
self-certification completed and signed by the head of each family or by other owners of assets, 
which listed all the stable assets located in the municipality of residence” (Estimi 1378 – 1811). 
Thus, if the appraisal policy was filed in Brescia, Capirola was a resident of Brescia in 1517. He 
may not necessarily have lived in his rented house in Venice, he may have merely used it for 
teaching or when he needed to be in that city.
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Considering, I, Vidal, that many divine works have been lost because of the 
ignorance of their owners and desiring that this nearly divine book writ-
ten by me will be conserved forever, I wished it to be adorned with noble 
drawings, so that, coming into the hands of someone lacking in such under-
standing, he would conserve it for the beauty of the pictures. And certainly, 
the things that are notated in this book contain within themselves as much 
harmony as the musical arts are capable of expressing, as anyone who ob-
serves it with diligence will clearly see. And [this book] is even more worthy 
of being conserved because many of the things that are found herein have 
not been given by the author to anyone else than me, and don’t be aston-
ished to find, at the beginning or browsing further on, some easy pieces, or 
pieces of little import, because at the beginning of my studies those things 
were required, and I set them here because they are good.3

Most modern writers on Capirola follow Gombosi’s lead on the interpretation 
of “Vidal” as the first name of the unidentified scribe of the manuscript, a six-
teenth-century Venetian variant of the modern Italian first name Vitale. Gom-
bosi adds that Vidal was a student of Capirola, that he was a professional paint-
er and a dilettante on the lute, and that he created the manuscript by copying 
earlier notations.4 None of these affirmations should be taken for granted. 

Orlando Cristoforetti (1981) facetiously suggests that “Vidal” may be 
an anagram for Capirola himself: “Vincenzo DA Leno” but he later makes 
it clear that “E’ quasi inutile dire che non crediamo a un’identificazione Ca-
pirola = Vidal” (It goes without saying that we do not believe in an identi-
fication of Capirola = Vidal). Giovanni Zanovello (2016) suggests the text 
may have been written in the second person by an anonymous writer and ad-
dressed to someone named Vidal. In this reading, the opening phrase would 
be, “Considering, o Vidal, that many divine works. . .” Coelho (2023, fn. 5) 
convincingly dismisses this solution. Another improbable interpretation is 
that “Vidal” may simply represent the Italian word for vital (vitale in modern 
Italian), capitalized for emphasis. The opening phrase would thus read “I con-

3 The full manuscript is available online (Capirola Digital). This passage is on image case_
ms_minus_vm_140-c25_004. The text is transcribed in Gombosi (1955, p. LXXXVIII); all 
translations from the Italian are by the author.
4 “[ . . . ]fol. 1v contains a short Preface in which the writer-owner of the manuscript, by the 
Christian name Vidal (Vitale), sets forth his aim [ . . . ]” (Gombosi, p. X); “The writer of the 
manuscript took lute instruction from [Capirola] and incorporated some of the pieces he got 
from his master at the outset. As witnessed by the technical difficulty of some of the pieces he 
learned to play the lute well. This must have taken several years” (Gombosi, p. XXIII); “The 
writer, Vitale, an unidentified dilettante on the lute, was obviously a professional painter of 
clearly Venetian schooling” (Gombosi, p. XIII); “The manuscript was obviously written within 
a short time: the writer copied earlier notations in a neatly planned and systematically orna-
mented manuscript” (Gombosi, p. XXIII).
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sider it Vital, since many divine works have been lost [ . . . ], that this nearly 
divine book written by me will be conserved forever.” The grammatical syntax 
would make this interpretation highly unlikely, although it must be remem-
bered that grammar and syntax in Italian dialects of the early renaissance were 
somewhat fluid. A more serious identification for Vidal has been advanced by 
Victor Coelho (2023, 3ff.), namely, that it refers to the painter Vido Celere, 
none of whose work, unfortunately, survives. The evidence linking Celere to 
the Capirola manuscript is intriguing but circumstantial. Celere is referred 
to as Vitale Celere in Francesco Boni’s biographical dictionary of artists of 
1852, but during his lifetime he was called Vido, Vito, or Guido. In Italy, 
first names Vito and Vitale are separate and distinct; it seems unlikely that a 
person named Vido or Vito would refer to himself as “Vidal.”  

I would like to propose a new solution for the identification of Vidal. 
The recent study by Coelho (2023, 7 and fn. 19) mentions two notarial doc-
uments in which Vincenzo Capirola and the artist Arrigo Licinio sign as wit-
nesses to the wills of two sisters (see the Appendix). In Document 1, the will 
of Elisabetta de Polo (December 27, 1528), she names the people whom she 
would like to carry out her requests:

[ . . . ] and first I recommend my soul to my highest Creator and name my 
commissioners: the aforementioned my dearest lord husband [Antonio de 
Polo]; lady Marietta my beloved sister, who was the wife of the deceased sir 
Valerio Alberto; Francesco and Anzolo, my dearest children; and sir Vidal 
Vidal, my dearest nephew, son of sir Alvise. They, for the most part, must 
fulfil that which I request here below.

At first glance, it might seem that the repeated word “Vidal” may have been 
a copying mistake, but this is cleared up in Document 2, the will of her sis-
ter Marietta de Alberti, dated November 13, 1533, where this same person is 
named as a commissioner (Fig. 1):

[ . . . ] And first I recommend my soul to God and cancel and annul any 
testament that I may have made earlier. I wish that my commissioners be 
the excellent sir Matthio Fidel, lady Angelica his wife, and sir Vidal of house 
Vidal, my nephew.

Figure 1. Detail from the will of Marietta de Alberti citing her nephew, “Vidal of house 
Vidal” (AS Venezia, Notarile, Testamenti 190 [Gerolamo Canali] n. 463, 13 novembre 1533 
carta 1v). Courtesy of the State Archive, Venice.
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Thus, we learn that Vidal Vidal (that is, Vidal of house Vidal), son of Alvise 
Vidal, was a favored nephew of the two sisters. In Document 1 Elisabetta 
tells us that Alvise, now deceased, was her brother-in-law and had been the 
guarantor of her dowry. He must have had a special place in her life: “I wish 
and declare that his children and the heirs of the aforementioned deceased my 
brother-in-law sir Alvise Vidal must not be disturbed in any way.” She goes on 
to insist that if her own children or anyone else make demands on any of the 
Vidals, then the Vidal in question must be “reimbursed by as much as they have 
been required to pay for such an amount and purpose,” out of the “belongings 
pertaining to me or to my commissioners. Because, since I received benefit and 
comfort from his promise [the guarantee of her dowry], my intention is that 
they must not be subject to harm and damage.” 

In Document 2, Marietta’s will, after listing the beneficiaries of her assets, 
she goes on to distribute her cash on hand: 

The rest of all of my belongings, that is, money deposited at the mint and 
in the bank of sir Piero Antonio Vidal, my nephew, and all of my other be-
longings that may pertain to me, I leave to the aforementioned lady Angel-
ica Fidel and to sir Vidal Vidal equally between them, that is, half for each.

From this we learn that Vidal Vidal’s brother, Piero Antonio, owned a bank and 
a mint. He may have inherited these from his father, who, being the guarantor 
of Elisabetta’s will, must have been able to raise sufficient sums of money. Fi-
nally, Marietta also informs us that the Vidals had a family chapel in the parish 
of San Stae (Fig. 2):

[ . . . ] Moreover, I wish that, for an entire year, a mass is offered at the 
church of San Stae, in the chapel of the house of Vidal, for the soul of the 
deceased lady Christina, my sister, who was the wife of the deceased sir 
Andrea Dalla Scala.

Figure 2. Detail from the will of Marietta de Alberti citing the chapel of the house of Vidal 
(AS Venezia, Notarile, Testamenti 190 [Gerolamo Canali] n. 463, 13 novembre 1533 carta 
1r). Courtesy of the State Archive, Venice.

It is unclear to whom Alvise Vidal was married. It could not, of course, have 
been either Elisabetta, who was married to Antonio de Polo, or Marietta, who 
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was the wife of Valerio de Alberti. The parents of Elisabetta and Marietta were 
Vettore (Victor) and Chiara Dalla Volta. Two other sisters are mentioned in 
the wills: Isabella, who died prior to 1533, and Cristina, who was married to 
Andrea Dalla Scala. It could have been Isabella, but if this were the case, we 
might have expected her to be buried in the Vidal chapel in San Stae; instead, 
we learn from Marietta’s will that she was buried at the church of Santa Maria 
of Bethlehem in Padova (the same church in which both Elisabetta and Mari-
etta request to be buried). It seems more likely to have been yet another sister, 
unmentioned in the wills, perhaps already deceased. The Vidal connection to 
the Venetian quarter of San Stae is confirmed in an entry of the diary of Marino 
Sanuto for March 1509 (Sanuto 1882, vol. 8, 359). Here, Alvise Vidal is listed 
as a deputado of Santa Croce in the parish of San Stae. The deputado was an 
official of the governing council of one of the six districts (sestieri) of Venice, in 
this case the district of Santa Croce. 

While Vincenzo Capirola is not explicitly linked to Alvise or Vidal Vidal 
in the sister’s wills, the circumstantial evidence that there was indeed such a 
link is striking. The sole witnesses to the two wills, drawn five years apart, were 
the musician Vincenzo Capirola and the artist Arrigo Licinio, elder brother of 
the more illustrious painter Bernardino Licinio. Both wills were drawn up by 
the same notary, Girolamo Canali, and it is possible that it was Canali who 
invited these two gentlemen to serve as witnesses, but he does not appear to 
have used them as witnesses in other wills. More likely is that it was the Dalla 
Volta sisters themselves who invited these gentlemen to witness their wills, 
and that they were friends or at least acquaintances. Thus, they may well have 
also been acquainted with the sister’s favorite nephew, Vidal. It is interesting 
to note, in this context, that both Capirola and Licinio lived in or near the 
parish of San Stae, which was the home of Alvise Vidal and his family. In the 
will of the lute maker Sigismondo Maler (April 10, 1532), Capirola identifies 
himself as living in the quarter of Saint Augustine: “I, Vincenzio Capirola, 
staying in the contrada of Saint Augustine [ . . . ]” (Blackburn 2010, 73). 
In the will of Elisabetta de Polo, Capirola’s autograph signature contains a 
similar statement: “I, Vincenzo Capirola of Brescia, son of the deceased sir 
Piero, of the contrada of Saint Augustine, wrote [this as a] sworn and chosen 
witness” (Fig. 3).  Arrigo Licinio’s signature uses the same formula but shows 
that he was living in the quarter of San Stae: “I, Arrigo Licinio painter, of the 
deceased sir Antonio, of the contrada of San Stae, wrote [this as a] sworn and 
chosen witness.” The church of Saint Augustine in Venice was destroyed in 
the nineteenth century, but it is clearly visible on the famous map of Venice 
by Jacopo de Barbari of 1500. It is located in the sestiere of San Polo, a few 
minutes’ walk south of the church of San Stae in the sestiere of Santa Croce; 
the two sestieri are contiguous. Both churches are located about halfway be-
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tween the present-day train station and the Rialto bridge on the south side of 
the Grand Canal. I have not been able to trace the location of the Dalla Volta 
sisters, but given their close connection to the Vidal family, it would not be 
surprising if they, too, lived in or near San Stae.

Figure 3. Detail from the will of Elisabetta de Polo with the autographic signatures of Vin-
cenzo Capirola and Arrigo Licinio (AS Venezia, Notarile, Testamenti 190 [Gerolamo Canali] 
n. 232, 27 gennaio 1528. carta 2v). Courtesy of the State Archive, Venice.

A scribe, a painter, a protégé?

For the sake of argument, let us entertain for a moment that Vidal Vidal, 
son of Alvise, was the person responsible for the creation of the Capirola 
manuscript. By 1509 Alvise was already in a position of responsibility, so 
his son Vidal may have been a young man at the time of the writing of the 
Capirola manuscript, sometime between 1510 and 1520. Alvise Vidal, land-
owner (the house and chapel at San Stae), officer of the Venetian government 
(deputado of Santa Croce), possibly even banker and printer of money, may 
have belonged to the nobility and was certainly wealthy, so if the Vidal of 
the manuscript was indeed his son, this would make sense in one important 
respect: the fact that the manuscript would have been quite expensive to pro-
duce. For example, the high-quality paper used in the manuscript itself would 
have cost a fortune. Jessie Ann Owens (1997, 112) writes that “paper was a 
valuable commodity. In the economics of book printing, for example, the 
cost of paper usually exceeded all the other expenses combined.” 

One difficulty with this identification is that most modern scholars agree 
with Gombosi that Vidal must have been a professional painter (Gombosi, 
p. XIII; Fabris 2005, 478, 490; Coelho 2023). But this is not necessarily 
the case. Vidal does not specifically say that he drew the miniatures himself; 
he merely says that he wished the manuscript to be illustrated to ensure its 
survival (Capirola, f. 1v): “ho volesto di cosi nobil pictura ornarlo” (I wished 
it to be adorned with noble drawings). The wording of this passage suggests 
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that Vidal did not take credit for having made the drawings himself, in con-
trast to his taking credit, on the very first line of the preface, for writing the 
manuscript, and to his taking credit for being the only person in possession 
of several of its ricercars. Thus, he may have had the manuscript illustrated 
by a professional miniaturist, perhaps Vido Celere. He may even have had 
the text and tablature itself written by a professional scribe, possibly the same 
miniaturist.5 The rich deputado or his son, Vidal Vidal, would certainly have 
had the means to commission such a work. 

We do not know what role Vincenzo Capirola may have played in the 
production of this manuscript, except that Vidal states, in no uncertain terms, 
that he is the author of all the original music and arrangements of vocal 
compositions.  Starting with Gombosi, Vidal is consistently described as Ca-
pirola’s student. Indeed, Coelho (2023) writes that Capirola “likely commis-
sioned Vidal to copy and decorate the manuscript to preserve an authorized 
version of his musical legacy,” and Griffiths (2021) goes so far to define Vidal 
as a disciple and protégé of Capirola: 

The tone of his language and his explanations, moreover, reveal that he had 
been a disciple of Messer Vincenzo; their direct connection is reinforced by 
the fact that the copying of the manuscript appears to have coincided with 
the only confirmed sojourn of Capirola in Venice. The fact that Capirola 
entrusted the copying to Vidal also suggests that the master lutenist had 
strong respect for his protégé. 

Vidal himself does not refer to Capirola as his teacher or maestro, only as the 
“author.” He states that at the beginning of his studies he learned some simple 
pieces by Capirola that he includes in the book, but he does not say he studied 
with Capirola. He consistently refers to Capirola with the neutral honorific 
“messer,” meaning “sir” or “mister,” but not teacher or master. The treatise on 
playing and stringing is written in the first person and addressed to the reader, 
but here Vidal does mention Capirola once, in the section on stringing, where 
he states that “this is a secret of sir Vincenzo Capirola to know how to put 

5 Vidal refers to “this nearly divine book written by me” (Capirola, fol. 1v). In the original it 
is, “questo libro quasi divino per me scrito.” In modern Italian you would not use the term 
per (for) in this context, you would use da (by). The wording of the original, substituting per 
for da, is acceptable in old Italian, but it can also mean that the book was written “for me” 
rather than “by me.” John Griffiths (2021, 13) makes the important observation that “Using 
high quality octavo paper—the same size as the Petrucci books—Vidal probably ordered the 
preparation of seventy folios of tablature paper from a professional scribe. These were to be 
ruled precisely with a rastrum to give four six-line staves on each side. The staves are the same 
size as those in the Petrucci books, with margins that are identical to those in Spinacino’s Int-
abulatura de lauto.”
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strings on the lute, etcetera” (Capirola, fol. 3v). This does imply that Vidal is 
divulging secrets that were given to him personally. Considering this, it would 
seem probable that Vidal did indeed study lute with Capirola, but we do not 
know when or for how long, and there is no evidence that he was Capirola’s 
protégé or that Capirola commissioned Vidal to produce the manuscript. 

Transcription or innovation?

The Capirola manuscript contains five pages of instructions divided into 
two parts: playing and stringing. The first part contains a few pearls of wis-
dom about how to play the lute (such as keeping the left-hand fingers close to 
the fretboard so they are ready to use when needed), but the bulk is devoted 
to describing the signs used in the tablature, many of which are unique to this 
source. The signs themselves—showing where to use the right-hand index 
finger, how to finger chords, where to hold down the fingers of the left hand, 
and where to place left-hand graces—let the player go beyond the mere tab-
lature ciphers and approach an understanding of how to interpret the music 
from both a technical and a musical standpoint (see Beier 2018). Dinko Fab-
ris, in his seminal article on lute tablature instructions in Italy (Fabris 1997), 
states that Vidal transcribed these instructions, implying that Capirola wrote 
them and gave them to Vidal for inclusion in the manuscript. Coelho (2023, 
fn. 12) expands on this thought: “I agree with the verb used by Fabris that the 
prefatory instructions on playing the lute were transcribed by Vidal from Ca-
pirola’s teaching, rather than autonomously written.” Internal evidence from 
the manuscript itself shows, however, that this was probably not the case. 

Vidal dwells on legato playing more than any other aspect of lute playing; 
indeed, he calls this “il piu bel secreto et arte” (the most beautiful secret and 
art): “avertisi nel sonar sempre tenir ferme le bote col deo, over dei sul ma-
nego fina che trovi altre bote che te sia forza lasarlle” (be advised that while 
playing you must always hold down the notes with the finger, or fingers, until 
you find other notes on the fingerboard that force you to leave them” (Cap-
irola, fol. 2v). He describes three special signs that he uses in the tablature: a 
small diagonal line attached to a tablature cipher to indicate tenuto and two 
different signs placed below the tablature to indicate the beginning and end 
of a section to be played legato. I use the word tenuto here specifically to in-
dicate the holding down of a note with a left-hand finger in order to make it 
sound longer than the given rhythmic sign prescribes, and the word legato to 
indicate a section of tablature in which all of the notes are to be held.

But if we examine how these signs are used in the tablature, we notice 
an interesting development. The first six pages of music, covering the first 
three pieces, do not actually use these signs; legato and tenuto are indicated, 
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instead, by a different set of signs: a small dot above a tablature cipher and 
long diagonal lines not attached to particular ciphers. This is odd, because 
in the treatise Vidal explicitly says that single dots are only to be used below 
the ciphers, never above: “per che nel notar mai si nota ponti de sopra ale 
figure solum de soto” (because in writing [tablature] one never writes dots 
above the figures, only below; Capirola, fol. 2v). The use of a dot underneath 
a tablature cipher to indicate an upstroke with one of the fingers or a plec-
trum (as opposed to a downstroke with the thumb or plectrum) is established 
from the earliest lute tablatures (Döring 2023), described in the lute books 
published by Petrucci (1507 to 1520) and other early sources (Fabris 1997, 
2005), and was universally used throughout the sixteenth and early seven-
teenth centuries. Dots above the ciphers, on the other hand, appear in at least 
three early tablatures contemporary or preceding the Capirola manuscript, 
and their meaning has never been standardized. The Thibault manuscript 
contains single, double, triple, and even quadruple dots over ciphers; they 
are used rarely and appear to be left-hand fingering (Thibault). In her recent 
doctoral dissertation, Irina Döring finds that over-dots indicate a downward 
stroke of the right-hand thumb in the Freiburg manuscript (Döring 2023, 
154 ff.). Denys Stephens and John Robinson come to a similar conclusion in 
the preface to their edition of British Library Additional Manuscript 31389 
(Stephens and Robinson). If the over-dot is used in these sources to indicate 
a downstroke of the thumb or plectrum, it appears to be redundant if the 
under-dot is also used in the same passages. The convention established by 
Petrucci (but not necessarily invented by him) and maintained throughout 
the sixteenth century, is that a downstroke is indicated by the absence of a 
dot, especially in passages where under-dots are employed. Thus, if scribes in 
this period would generally wish to avoid notating redundancies, the over-
dots in Freiburg and BL add. 31389 may have had a different meaning. Syl-
vestro Ganassi (Lettione Seconda, 1543) uses over-dots to indicate left- and 
right-hand fingering, but in a section devoted to the right-hand thumb, he 
uses a short diagonal line to distinguish between two different types of strokes 
with the thumb: “in zoso” (downward) and “in suso” (upward). The meaning 
of this is not clearly explained, but the idea that the thumb would play a 
note upward from below the string toward the top of the instrument seems 
somewhat improbable. Given that the sound of the note would be hampered 
by the thumbnail, the use of the thumb in this way would be extremely awk-
ward, and this movement is not described elsewhere throughout the history 
of the lute. In practice, however, there are indeed two ways to employ the 
thumb: rest-stroke, whereby the thumb stays down on the adjacent course 
after plucking the string, and free-stroke, whereby the thumb moves up and 
away from the strings. The early tablatures in Freiburg and BL add. 31389 
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may have used the over-dot for this purpose, rather than to simply indicate 
the redundant downstroke of the thumb. In the Capirola manuscript the first 
six pages of music show an evolution in the development of signs for legato 
and tenuto that I will illustrate with a few examples. In the first piece, “La 
Villanella” (Ex. 1), the tenuto dot is introduced in the fourth measure: 

 Example 1. “La Villanella,” m. 4-5, Capirola Lute Book, fol. 5r.

We also see it used on open bass notes, presumably to make sure that those 
notes are allowed to sound until the next bass note is played:

 Example 2. “La Villanella,” m. 33–35, Capirola Lute Book, fol. 5r.

Notice the diagonal line in this example and the faint one in the first example. 
It seems to be placed in conjunction with the dot to emphasize the separation 
of the “held” (open or stopped) bass note and the notes that follow.6   

In the second piece, “Ricercar primo,” the dot-diagonal line combination 
is used on the first line of music, but thereafter the dot is used by itself with-
out the line (Ex. 3). Here is an example of its first use to indicate tenuto of a 
middle voice rather than the bass:

6 In tablatures later than that of Capirola, diagonal lines are used to indicate legato throughout 
the sixteenth and seventeenth centuries, often specifically to indicate held bass notes. The 
scribe of the Thibault manuscript uses vertical, diagonal, and S-curve lines to connect tablature 
ciphers. Vertical lines seem to indicate that two notes must be played simultaneously. Kateryna 
Schöning (2022) writes that the S-curve, or large tilde, “indicates that the previous note should 
be allowed to resonate during the sounding of the following note(s).”
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Example 3. “Ricercar primo,” m. 36–38, Capirola Lute Book fol. 5v.

This example provides strong evidence that the dot is used to indicate tenuto 
rather than, for example, a downstroke with the thumb, as has been suggested 
elsewhere (Stephens and Robinson). An experienced lute player would want to 
hold down the G on the fourth course (on the note indicated with the over-
dot—assuming a lute tuned in G) with a left-hand finger. It reinforces the D 
to G cadence by sustaining the G against the D and A, to be resolved by the 
following F-sharp (note that the G on the fourth course includes the upper 
octave, so that the sustained octave G would resolve downward and correctly to 
F-sharp). Capirola would probably have kept the left-hand finger down on the 
G for the whole measure because, while you no longer hear it after the F-sharp 
has been played, it is used in the G chord immediately following, satisfying the 
rule in the treatise that says you should never lift up a finger of the left hand 
until it is needed elsewhere. Thus, the dot makes sense as a sign for tenuto, 
there is no logical reason why the right-hand thumb would need to be indicated 
here. The note is on a weak beat—in Petrucci a dot would have been placed 
underneath this note—and there is no reason why the thumb would have to 
play it. The over-dots in this section of the manuscript make perfect sense as 
a sign for tenuto, while their placement and context in the tablature would be 
entirely unnecessary and inexplicable if they were merely an indication of a 
right-hand downstroke.

In the third piece, Alexander Agricola’s “Oublier vueil tristesse,” a new 
variation is introduced: the diagonal line without the dot (Ex. 4). In fact, 
the dot above the tablature character is no longer used at all for the rest 
of the book:

 Example 4. “Oublier vueil tristesse,” m. 22–24, Capirola Lute Book, fol. 6v.

The legato and tenuto signs that are discussed in the instructions begin being 
used on the fourth piece, “Ricercar secondo” (Ex. 5):
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 Example 5. “Ricercar secondo,” m. 35–36, Capirola Lute Book fol. 8r.

In Example 6 we see both the small diagonal line showing that a finger must be 
held down on the second fret of the third string throughout the passage, and 
the signs indicating the beginning and ending of the legato passage. Neverthe-
less, unattached diagonal lines continue to be used throughout the book, often 
in proximity to the signs discussed in the treatise. Here is a typical example that 
uses all three types:

 Example 6. “Ricercar secondo,” m. 60–63, Capirola Lute Book fol. 8v.

This evidence seems to show that at the start of the compilation of his 
manuscript, Vidal was experimenting with ways to notate holding down the 
left-hand fingers and playing legato, and it is only after the sixth page of 
music that he settled upon the system of notation that he describes in the 
instructions at the beginning of the book. From this we can deduce that the 
treatise on lute playing was probably written after he had begun writing down 
the music, possibly after the whole musical section was completed. At this 
point we may ask: was the unique system of notation used to indicate held 
notes and legato that of his teacher Capirola or did Vidal invent it himself? 
I would say from the evidence here that it was Vidal’s invention: we see that 
he was searching for a way to preserve in written form not only his teacher’s 
music but also the invaluable instructions he received on how to play it. This 
may be the case for all the unique notations found in the Capirola Lute Book, 
including the signs for ornaments; Capirola may have simply shown him how 
and where to hold down fingers and to ornament, and Vidal then tried to find 
a way to notate it. In any case, it shows that Vidal probably did not simply 
transcribe the rules found in the treatise on lute playing from a preexisting 
manuscript. 
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Copyist or collector?

Given that Vidal may have had a creative role in the invention of some 
of the unique signs for legato found in the manuscript, and therefore may 
have been the author of the instructions on how to interpret them, it would 
be legitimate to ask if he might have had a creative role in the preservation of 
the music as well. Gombosi, as we have seen above, postulates that Vidal cop-
ied the music from “earlier notations,” and Coelho concludes that Vidal was 
probably commissioned by Capirola to produce the manuscript. Given that 
the tablature in this manuscript is neatly and carefully written, well planned, 
and contains relatively few mistakes, I think we can agree with these scholars 
that the music was probably copied from a first draft, but we do not know 
if this was in the form of a completed manuscript or simply a collection of 
individual pieces. Griffiths (2021, 14) puts this succinctly: “It is impossible 
to know whether Vidal copied the book from an existing exemplar or from 
individual pieces that he had gathered together.” There is no evidence that 
Capirola was involved in any way with the preparation of either a first draft 
or the manuscript itself, but there is some internal evidence that may shed 
light on Vidal’s involvement. 

Vidal states in the Preface that his manuscript contains some pieces that 
“have not been given by the author to anyone else than me.” At least two of 
these pieces can be conclusively identified: Ricercars 12 and 13.7 The table 
of contents lists five people attached to four other ricercars. It has been as-
sumed that these ricercars were dedicated to the people in question (Gombosi 
1955, pp. XIII-XIV), but this might not be quite right. Let us examine the 
entries of these pieces in the table of contents more closely. Ricercar 5 is listed 
Rx. quinto. nel ton del Rx. 6. belissimo. Iacop°. Here the name Iacop° (Jacob) 
stands alone and is impossible to identify. Ricercar 6 is listed Rx. sesto. bello, 
a Zanna dal contarinj solo. The person named has been identified as the Ve-
netian noblewoman Giovanna de Contarini,8 and the word “a” preceding the 
name has been interpreted to mean “to,” so that the entry would read, “To 

7 The former is described in the table of contents as “which master Vincenzo plays and no one 
else has, nor will have” and above the piece next to its title (Capirola, fol. 68r): “which is played 
by him, mister Vincenzo, no one else has it or will ever have it” (che sona messer uicenzo, che 
niun la, ne ara  / che sona lui messer Vicenzo, niuno non lo a, ne manco lara). The latter is 
described in the table of contents as “which is played only by me. Nice,” and next to its title 
(Capirola, fol. 71r): “which is played only by me. Nice. Which others don’t have” (che sono mi 
solo bello / che sono mi solo. bello. che altri che mi non la).
8 Monsignor Paolo Guerrini makes the fanciful proposal, without evidence, that Zanna might 
have been Capirola’s “muse”: “Uno dei «Ricercari» del Capirola è stato scritto per la gentildon-
na veneziana Giovanna Contarini, la «Zanna dal Contarini» che forse è stata la musa inspi-
ratrice del nostro musicista” (Guerrini 1954, 255).
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Zanna dal Contarini,” implying a dedication. But given the word “solo” at the 
end of the entry, it is more probable that “a” equates with the modern Italian 
“ha,” and the phrase would mean, “Only Zanna dal Contarini has it.” Vidal 
employs similar spelling elsewhere in the manuscript, such as in the statement 
attached to the entry for Ricercar 12, “che niun la,” spelling the modern “l’ha” 
with “la.” Ricercar 7 is listed Rx. septimo, ave alvise di garzoni. The person 
listed here is impossible to identify; he may have been the eponymous captain 
of Bergamo who was a member of the Consiglio San Polo in 1514. The word 
“ave” (from the Latin “habet,” modern Italian “ha”) before the name of Alvise 
di Garzoni could mean “Alvise di Garzoni has this piece.” The same can be 
said of the word “lave” in the entry for Ricercar 8: Rx. ottavo, lalcier, et un 
spiciar, lave. Lalcier is probably Alvise Arcieri, a singer and substitute organist 
at Saint Mark’s Church in Venice; spiciar refers to an unidentified apothecary.  
Here, too, “lave” probably stands for “l’ha” and the entry would read, “Lalcier 
and the apothecary has it.” If these readings are correct, the entries to these 
ricercars do not imply dedications from Vincenzo Capirola, they merely indi-
cate who has them, and imply that Vidal came into possession of these pieces 
through the people he credits here.9 

Thus, we see that Capirola gave some music exclusively to Vidal and 
perhaps did the same with other students or acquaintances. Vidal may simply 
have collected the music of Capirola not only from the great lutenist himself, 
but from wherever he could get it. As the collection grew and Vidal realized 
how important for posterity it would be, he hatched the idea of the illustrated 
manuscript, but without any input, necessarily, from the author of the music 
himself. There is further internal evidence that might support this hypothesis.

“Successive intabulation of the parts at its worst”	

In the final piece of the manuscript, and presumably the last piece to be 
added to it, we find a motet by Nicolas Caen, “Tota pulchra es” (the original 
four-part motet was published in Ottaviano Petrucci, 1504, Mottetti C, fol. 
6) (Ex. 7). This piece contains several passages that are seriously garbled due 
to errors of transcription in which voices enter too early or too late, rendering 
the passages in question musically incomprehensible. In the following com-

9 The analysis of Vidal’s text in this paragraph and elsewhere in this study integrates material 
that I have already presented in public lectures on two occasions (Italian Lute Society online 
on June 5, 2021 <https://societadelliuto.it/page/20/>, IMS & DLG; symposium “Basel Lute 
Days” at the Schola Cantorum Basiliensis, Basel, Switzerland, September 15, 2022). I note 
that some of this material has been incorporated without acknowledgment if not as felicitous 
coincidence in an article by Lucia Marchi published in Recercare 35 (2023), “A ‘recercare che 
sono mi solo’: The Self-fashioning of a Renaissance Lutenist.”

https://societadelliuto.it/page/20/
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parison, Gombosi’s version in modern notation has been transcribed into 
lute tablature:

Example 7. Nicolas Caen, “Tota pulchra es,” mm. 55-61 (Capirola Lute Book, fol. 73v.) and 
corrected version by Otto Gombosi (Gombosi 1955, 132).

b) Gombosi

a) Capriola

Example 8. Nicolas Caen, “Tota pulchra es,” mm. 166-177 (Capirola Lute Book, fol. 74v.) 
and corrected version by Otto Gombosi (Gombosi 1955, 134).

b) Gombosi

a) Capriola

Concerning Example 7, Gombosi comments wryly, “The place is a good exam-
ple of the practice of successive intabulation of the parts at its worst” (Gombo-
si 1955, p. LXXXVII). These errors can hardly be reconciled with Gombosi’s 
valuation of Capirola’s artistic merit: “Vincenzo Capirola was the foremost lute 
composer of his time, an artist of great originality and of an uncanny sense of 
sound” (Gombosi 1955, p. XXII). After twenty-two nearly flawless transcrip-
tions of vocal works, some of which contain equally complex vocal polyphony, 
it is hard to understand how the composer could have made such “rookie” 
mistakes. The question I would like to raise here is: who would have been more 
likely to have made these kinds of errors, the lute virtuoso Vincenzo Capirola, 
or his amateur student Vidal? I would suggest that they would more likely have 
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been made by the student than the master. If this is the case, then we must find 
a plausible explanation for them. 

We do not know if Vincenzo Capirola ever wrote down his music. His-
tory would suggest that he didn’t. Throughout the middle ages up to and 
including Capirola’s era, instrumentalists rarely, if ever, preserved their music 
in written form. They worked from memory;  their memory skills probably 
went far beyond what we would find normal today.10 His ricercars are written 
in a style that is quite different from the tightly structured imitative polypho-
ny found in the ricercars and fantasias of the next generation of lutenist com-
posers around Francesco da Milano. The structure of the Capirola ricercars is 
somewhat rambling, and they rely heavily on well-worn techniques of impro-
visation: florid diminution and extensive sequences. It is quite possible that 
Capirola disseminated his ricercars to his students and admirers by simply 
allowing them to be captured on paper through performance, dictation, and 
memory. Instrumental arrangements of vocal works are a different matter, as 
they embody a pre-ordained structure that needed to be preserved. Vincenzo 
Galilei (1568) dedicated his book, Il Fronimo, to the art of creating solo lute 
versions of vocal works: first you must make a diplomatic transcription by 
intabulating each voice of the vocal original in succession, note for note, start-
ing with the soprano and working down to the bass. Bartolomeo Lieto (1559) 
also describes this procedure. The result of this first phase often produces a 
score that is literally unplayable on the lute. Next, you shape this material 
into an idiomatic lute work by adding and eliminating notes or doublings, 
transposing voices here and there, identifying and consolidating cadences, 

10 The greatest lutenist of the fifteenth century, Pietro Bono, probably never wrote down his 
music; he worked from memory in the improvisatory tradition reaching back many centuries 
(Blackburn 2018). The same can be said of the famous singer-lutenist Serafino dell’Aquila, 
who was born just eight years earlier than Capirola. Other important lutenists of the late 
fifteenth and early sixteenth centuries who left no written trace of their music come to mind: 
Angelo Testagrossa, Balthasar Germanus, and Taddeo Pisano (Minamino 2011, 1-5). Jessie 
Ann Owens (1997, 55) writes, “We can assume [ . . . ] that musicians must have had aural 
memories [ . . . ] quite different from ours.” Owens cites documentary evidence that composers 
were known to have composed in their mind before writing their music down: the “famosis-
simo et Eccellentissimo Cipriano Rore Fiammengo Musico [ . . . ] scriveva le compositioni 
fatte prima da lui a mente, com’era sempre suo costume” (Owens 1997, 65), and Claudio 
Monteverdi writes “L’altro sonetto lo manderò in musica composto a V.S. Ill.ma quanto prima 
poichè nella mente mia nella sua orditura è da me fatto” (Owens 1997, 66).  Giovanni Pierluigi 
da Palestrina may have even composed a series of motets by memory on the lute in a period in 
which he was incapacitated from writing by severe headache and lack of vision: “M. Gio. da 
Palestrina non servendogli per l’indispositione grave havuta di fresco la testa, ne la vista, per 
essercitar La gran voluntà di servir in quel modo che puo ha cominciato a porre sul Leuto le 
chirie et la Gloria della prima messa, et me le ha fatti sentire pieni veramente di gran suavita et 
leggiadrie” (Owens, 1997, 294, 311).
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and adding embellishments and diminutions. 
Capirola did not necessarily follow this procedure in written form; he 

may have made the diplomatic transcription on paper and worked out the 
rest from memory. Furthermore, Capirola may have taught his music to pu-
pils such as Vidal in the same way as Galilei’s fictional lute student Eumatio 
was taught to intabulate by his master, Fronimo. In other words, it may have 
been Vidal who made the diplomatic transcription of the vocal work on pa-
per, after which Capirola taught or demonstrated how to shape this material 
into “his” performing version of the piece. We must remember, too, that in 
this period instruction was achieved primarily through example and imita-
tion, quite unlike how we do it today.11 This would explain the curious state 
in which we find the final piece in his manuscript: large stretches of beauti-
fully crafted lute writing bearing exquisite ornamentation coherently in the 
style of the best of Capirola’s oeuvre, juxtaposed with “the worst” kinds of 
errors of transcription. The misalignment of the voices in “Tota pulchra es” 
can thus be explained as a misreading of the rests during the first phase of the 
transcription as each voice was being transcribed in succession. The fact that 
these errors occur on the last piece may also be significant; it is possible that 
Vidal’s period of instruction with Capirola ended before the final assignment 
could be corrected. To be clear, the grave errors of transcription of the vocal 
parts in “Tota pulchra es” suggest that Vidal may not have been working with 
preexisting written material, but that he may have had a role in the creation 
of that material and its preservation in written form.

Conclusion

While the question “Who was Vidal?” cannot be given a definitive an-
swer, we can come to a greater understanding of Vidal’s role in the production 
of the Capirola Lute Book by close examination of the manuscript itself. 
Vidal may not have been a professional painter, as is nearly unanimously 
affirmed by modern scholars; he may instead have been a wealthy amateur 
lutenist, someone who could have afforded the paper and materials used to 
produce the manuscript, and who could have also afforded to farm out the 
task of illustrating the manuscript to a professional painter such as Vido Cel-

11 “Young amateur lute players for example, learned where on the instrument to put their fin-
gers, and were taught everything else by rote. [ . . . ] In a similar way, professional instrumen-
talists learned everything completely by ear and through execution, with minimal recourse to 
written models or theoretical rules” (Coelho and Polk, 2016, 192). There is ample testimony 
for the practice of imitation in the visual arts. Leonardo da Vinci, for example, recommended 
that “the artist should first exercise his hand by copying drawings from the hand of a good 
master” (Bambach 1999, 82).
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ere (Coelho 2023). Evidence from the wills of Elisabetta de Polo and Marietta 
de Alberti strongly points to Vidal Vidal, son of Alvise Vidal, as a possible 
candidate. The five people attached to particular ricercars in the table of con-
tents were probably not dedicatees (Gombosi 1955), but were more likely 
the people from whom Vidal acquired those pieces. This, and Vidal’s proud 
assertion that he was the only person to possess at least two other ricercars, 
suggests that instead of copying from an original manuscript given to him 
by Capirola (Gombosi, Fabris, and Coelho), Vidal collected the individual 
pieces from different sources. The metamorphosis of signs for tenuto and 
legato in the first six pages of the musical contents suggests that it was Vidal 
who developed the unique signs used in the manuscript and that they were 
not given to him a priori. It also suggests that the treatise on lute playing 
explaining the unique signs used in the tablature was written after the music 
was already copied and after these signs were settled upon. Thus, the instruc-
tions were probably penned by Vidal and not given to him to copy, as modern 
scholars have suggested (Fabris and Coelho). Unusual errors in the final piece, 
“Tota pulchra es,” present a conundrum as to the individual responsible for 
the transcription of vocal works in the manuscript. If we consider how Vin-
cenzo Galilei describes the teaching of this art in Il Fronimo, and postulate 
that Capirola may have used similar teaching techniques for his pupil Vidal, 
then we must accept the possibility that Vidal did not copy the vocal tran-
scriptions from a preexisting source but may have had a role in creating them 
himself. This leads to the consideration that Capirola, in line with centuries 
of tradition up until the rise of written lute tablature, may not have written 
down his music at all. Instead, he may have taught his music by example in 
the oral tradition, and it was Vidal himself who took on the project of collect-
ing and writing down Capirola’s music, so that his “divine works [ . . . ] which 
contain within themselves as much harmony as the musical arts are capable of 
expressing, [ . . . ] will be conserved forever.”

Appendix: The Wills of Elisabetta de Polo and Marietta de Alberti 

Editor’s note: Each line of text is rendered as a single line of text in the transcrip-
tion. Abbreviations in the text have been spelled out wherever possible; capital-
ization and punctuation have been modernized. I wish to thank the following 
for their help in procuring and transcribing these documents: Dr. Mario Rosso 
(State Archive, Venice), Dr. Antonella Cesarini (Italian Ministry of Culture), 
Dr. Fulvio Beschi, and Dr. Mariagrazia Carlone (State Archive, Milan).

Document 1. The will of Elisabetta de Polo. 
AS Venezia, Notarile, Testamenti 190 (Gerolamo Canali) n. 232, 27 gennaio 1528
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[carta 1 r.] In nomine dei eterni amen. Anno ab incarnatione domini nostri Iesu

Christi millesimoquingentesimo vigesimo octavo, indictione secunda,

die vero xxvii mensis ianuarii Rogavi. Ego Helisabeth uxor domini An-

tonii de Polo de Confinio Sancti Moysi Venetiarum. Considerans pericula

huius fragilis vite, sana Dei gratia mente intellectu et corpore,

volens dum tempus datur anime rebusque meis opportune consulere, et

eas debito ordine disponere, ad me vocare feci Hieronymum Ca-

nalem Venetiarum notarium, ipsumque rogavi, ut hoc meum scriberet, pari-

terque post mei obitum compleret et roboraret testamentum cum suis clausulis 

et additionibus necessariis, et prima ricommando l’anima mia al

mio altissimo Creator e commessarii mei instituisco el predicto messer

domino mio Consorte charissimo, madonna Marieta mia sorela dilecta,

fu consorte del quondam messer Valerio Alberto, Francesco et Anzolo mei charissimi

figlioli, et messer Vidal Vidal mio nepote dilecto figlio del messer Aluise,

i quali per la magior parte debiano adimpir quello che qui soto

ordenarò. El mio Corpo voglio sia sepulto a Padoa a Santa Maria

de Betleem dentro dale monache cum quella spesa che parerà a li

mei commessarii. Item lasso a le ditte monache de santa Maria la

mia vestura de veludo pian cremesin per far uno pivial, et etiam

ducati cinquanta per l’amor de Dio. Item voglio se mandi a Roma

et disa per l’anima mia. Item voglio siano ditte messe cento avanti

sia sepulta cioè cinquanta a Santa Maria de Betleem, et le altre

cinquanta dove parerà ali ditti mei comissarii. Item lasso ali

poveri incurabeli ducati cinque, al hospedal de la Pietà ducati

do, et al’hospedal deli poveri al Bersagio de san Zanepolo ducati

[carta 1v.] do per l’anima mia. Item lasso a Francesca mia figliola dilecta,

consorte de messer Paulo Rochabonela, ducati cinquanta in segno

di amor, et etiam lasso a la ditta Francesca ducati diese per certo

obligo li ho. Item lasso a la ditta madonna Marieta mia sorela du-

cati cinque per certo obligo che li ho. Item lasso a madonna Regina Van-

tazi mia cugnada dilecta ducati tre per certa obligazion che li ho.

Interrogada de li logi pii, respondo che non voglio far altro lasso,

et perché el quondam messer Aluise Vidal olim mio cugnado fu piezo de la

mia dote, come die apparer nel mio contracto, voglio et de-

chiaro che li suoi figlioli et heriedi [sic] de esso quondam mio Cugnado messer Aluise
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Vidal non possano esser molestadi in conto alcuno, et se mei fioli

over altri per qualunche nome et modo li molestasse, voglio che

ante omnia per me ordinata ditti fioli et heriedi [sic] del quondam messer Aluise

Vidal siano refati, et reintegrati dali mei commessarii et beni

a mi over ala mia commessaria spectanti de tanto quanto fosseno

astreti a dover pagar per tal conto, e causa, perché mia intention 

è che havendo io de questa sua promessa recevuto beneficio

et commodo, loro non habbiano a recever maleficio et danno.

El residuo veramente de tuti li mei beni mobeli et stabeli presenti

e futuri, caduchi, desordenadi et pro non scripti, et tuto quello che

mi specta o potesse spectar, lasso al preditto messer Antonio mio

[carta 2r.] charissimo consorte in vita sua, et dapoi la sua morte

pervegna neli sopraditti Francesco et Anzolo mei figlioli equal-

mente tra loro et de heredi in heredi in perpetuo, et manchando

uno de loro senza heredi legitimi cossì mascoli come femene,

la sua portion vada nel sopravivente, et manchando tuti do

senza heredi legitimi cossì mascoli come femine ut supra, alhora

voglio chel dicto mio residuo vada nela dicta Francesca Ro-

chabonela et Laura Buzacharena mie figliole dilecte per

mita tra tute do.

Io Vincentio Capirola da Bressa filio del quondam messer Piero della contra de Santo 

Augustino testimonio zurado e pregado scrissi.

Io Arigo Licino  pictor del condan [=quondam] ser antonio dila contra di Santo Stai testi-

monio iurato et pregato scrise.

Document 2. The will of Marietta de Alberti
AS Venezia, Notarile, Testamenti 190 (Gerolamo Canali) n. 463, 13 novembre 1533.

[Carta 1r.] Nel nome de Dio eterno amen. Nel anno da la Incarnation del Signor

nostro messer Iesu Christo 1533, nela indittion septima, alli 13 di

novembre, in Venezia. Io Marieta relicta del quondam messer Valerio

de Alberti da I Rami al presente de la Contra de San Morizio sana

per la grazia de Dio de la mente et corpo, ho fatto venir da mi Hieronimo

Canal nodaro di Venezia, et quello ho pregato chel scriva questo mio

testamento. Et prima ricommando l’anima mia a Dio, et casso et annullo

ogni testamento che havesse fatto per avanti. Commessarii mei voglio che sia

la excellentia de messer Matthio Fidel, madonna Angelica sua consorte, et messer
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Vidal da cha Vidal mio nepote. Voglio esser sepulta a Santa Maria

de Betleem de Padoa, dove è sepulta la quondam mia sorela madonna Isabela,

et voglio che le munege de dicto monasterio habbiano ducati cin-

quanta del mio oltra ogni spesa, et chel sia dicto per un anno messa nel

dicto loco con quella elemosina conveniente che parerà alli mei commissarii.

Item voglio che per un anno continuo sia dicta una messa a san Stai

nella capella da cha Vidal per l’anima dela quondam madonna Christina mia

sorela fu consorte del quondam messer Andrea dala Scala. Item voglio se dica

messe cinquanta a San Stai per l’anima de la quondam madonna Chiara da la

Volta fu mia madre. Item voglio se dica messe cinquanta a San

Zacharia per l’anima del ditto quondam mio marido. Item voglio siano ditte

messe cento cioè 50 per uno nela giesia de Santa Maria de Gratia

per le anime del quondam messer Vettore dala Volta mio padre, et del quondam messer

Zacharia dal Oro mio barba. Interrogada de li hospedali et loci

piatosi, dico non voler lassar altro. Item lasso a Maria visentina

mia massera trovandose in Casa alla mia morte oltra el suo

salario, un letto fornido, ducati diese de contadi, et una delle

mie pellize di agnello, et tutte queste cose li lasso per el suo maridar

[carta 1v.] o munegare, e non altramente. Item lasso per segno di amor

a Alba mia nora fiola de madonna Francesca Rochabonella ducati

vinticinque per el suo maridar o munegar. Item lasso a madonna

Marieta et madonna Sarra Timo [?] mie zermane cusine ducati

quatro per una per segno di amore. El resto de tutti li mei beni

cioe danari messi in cecha [=zecca] et in bancho de messer Piero Antonio Vidal

mio nevodo, et ogni altri mei beni che me podesse aspettar lasso

ali sopraditti madonna Angelica Fidel et messer Vidal Vidal egualmente

tra loro, cioe la mita per un. Item dechiaro che voria che li ditti

legati se pagasse de le intrade, e che non fosse tocato el cavedal.

Item voglio che li ditti mei commissarii mandino a execution li

ditti legati, altramente li domanderò rason nel dì del iudicio.

E mi Vincenzio Capirola fu domino messer Piero Capirola da Bressia fu 

testimonio iurado e pregado de questo testamento hordenado

de bocca propia dela ditta madona Marietta de cognition dela qual

io fo fede.

Io Arigo Licinio pictor fu del chondan [sic] ser Antonio fui testi-
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monio zurado et pregado di questo testamento hordinato

de bocha propia de la dita madona Marieta de chognition

de la qual io fo fede.
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In and out of the White Lion:  
Giovanni Girolamo Kapsperger’s Family Background 

in Late Sixteenth-Century Rome and Beyond

Lothar Sickel 

ABSTRACT: The essay reconstructs the social conditions pertaining to the childhood of Giovanni 
Girolamo Kapsperger (c. 1580-1651). Contrary to previous assumptions, his mother and her second 
husband, Hieronymus Pfender, moved from Venice to Rome shortly after his birth, at the beginning 
of 1582 when he was still an infant. In Rome, his mother and stepfather ran an inn under the name 
“Lione bianco” (“White Lion”) in the following years. It was frequented above all by high-ranking 
personalities, especially from northern Europe. One of the prominent guests in the years around 
1585 was the renowned scholar Leonhard Thurneysser von Thurn. He supported the family. Life in 
that inn may have shaped the young Kapsperger’s development, especially concerning entertainment 
with music that was common in such establishments. He also experienced the downsides of such a 
business, however, namely the frequent change of location and financial uncertainties. As a young 
man, he may also have come into contact with the widespread system of spies in Rome at the time, 
which involved tracking down supposed “Lutherans” among the hostel’s guests. Moreover the study 
provides precise information about the origins of Kapsperger’s mother. Her real name was Dorothea 
Hummel and she came from Göppingen in Baden-Württemberg. She may originally have been a 
Protestant. Kapsperger’s stepfather Pfender, however, came from Bavaria, probably from Kirchheim 
near Augsburg, where Kapsperger continued his education from 1591 until he presumably returned 
to Rome in 1595.

KEYWORDS: Rome, Lute, Lute book, Kapsperger, Giacomo Antonio Pfender, Venice, Patronage

For children, growing up in an upmarket inn in Rome in the late six-
teenth century may have been as stimulating as it was difficult. Stimu-
lating because there were always strangers or small tour groups coming 

and going, whether in search of the city’s famous places of worship or to 
explore Rome’s ancient monuments and more recent art monuments. For 
most visitors from outside Italy, there were special hostels to cater for their 
respective “nations.” Even if they came from the same country, in the pres-
ent case the German-speaking lands, they came from different regions and 
brought their own habits, peculiarities, and dialects. So, there was constant 
traffic, at least from the viewpoint of the innkeepers who had to keep their 
houses in order.

The children of innkeepers may have resented that other people were 
constantly given priority and were paid greater attention. After all, hospitality 
was the order of the day, even if there were frequent quarrels—between guests 
and innkeepers or between the guests themselves. In any case, Roman inns 
of the time should not be thought of as anonymous large-scale operations. 
Hardly any of them had more than fifteen beds. As a rule, the number was 
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significantly lower (De Dominicis 1994). There were, however, many inns. 
While in 1527 there were just under 240 alberghi in Rome (Cerasoli 1893; 
Gnoli 1935), in 1615 there were upward of 360 (Delumeau 1957–1959, I, 
141-42). Location, facilities, and a good reputation were decisive factors in 
determining whether the business was profitable. Especially the higher-rank-
ing guests had to be well provided for in terms of food and lodging; and they 
had to be kept in a good mood by entertainment, games, and, not least, by 
making music together.1 

It was in such a milieu that one of the outstanding musicians of the 
seventeenth century, Giovanni Girolamo Kapsperger (c. 1580–1651), spent 
his childhood. Johannes Hieronymus, as he was called in German, must have 
had his earliest experiences with music in the inn named the White Lion that 
was run by his mother and stepfather in Rome. This is revealed through new 
archival findings about the family’s living situation in the years before 1600.

Although the studies of Kast (1960) and Coelho (1983) made significant 
contributions to reconstructing Kapsperger’s biography, the family relation-
ships themselves remained somewhat obscure and had not been completely 
clarified, such as the connection between Giovanni Girolamo and Jakob An-
ton (alias Giacomo Antonio) Pfender, who assembled the first edition of Kap-
sperger’s early compositions in Venice in 1604 (Fig. 1).2 Considering the fact 
that Kapsperger was certainly born in Venice and that he described himself 
as “venetus” in Augsburg in December 1594, it was an obvious assumption 
that he had grown up in the lagoon city and had taken his first steps there 
(Dragosits 2020a, 19-20). This might have been true for the toddler, but not 
for the growing boy. Instead, it is now clear that Kapsperger’s formation was 
fundamentally Roman.

1 Research has tended to focus on palaces and ecclesiastical buildings but not on inns, which 
are neither entirely public nor entirely private (Morelli 2017).
2 The dedicatory letter written by Giacomo Antonio Pfender in Venice is dated June 20, 1604 
(Dragosits 2020a, 37). On Giacomo Antonio and his own ambitions as a musician, see most 
recently Pavan 2020.
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Fig. 1. Giacomo Antonio Pfender, Libro primo d’intavolatura di chitarone del molto illustre 
signor Gio. Girolamo Kapsperger nobile alemanno, Venice 1604, title page with Kapsperger’s 
coat of arms.

This could hardly have been guessed, however, since until now there has 
only been direct evidence of the family’s presence in Rome in the period 
after 1600. In her extensive studies on Kapsperger, Anne Marie Dragosits 
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has collected and considerably enriched this material (Dragosits 2020a).3 For 
the first time, she drew attention to a letter that the German scholar Kaspar 
Schoppe (1576–1649) probably sent to a member of the Fugger family in 
1606, warning the addressee that if he came to Rome, he had better not take 
up quarters with the innkeeper Dorothea “Humblin,” Kapsperger’s mother 
(Schoppe 2012, I, 302-3, no. 127; Dragosits 2020a, 81-83).4 Schoppe de-
scribes the woman as an extremely quarrelsome person, who became abusive 
toward guests, which is why Schoppe and his acquaintance, the renowned 
physician and scholar Johannes Faber (1574–1629), for quite some time 
would not stay in this residence. In addition, he hints that the woman had 
probably poisoned her first husband, Kapsperger’s father. Schoppe claims to 
have heard this from Kapsperger personally.

Interestingly, Schoppe does not give any information about the identity 
of the allegedly poisoned father, but this would have been an unlikely omis-
sion had he been a notable person. Only in later testimonies is it claimed 
that the lutenist’s father, Wilhelm Kapsperger, was a colonel in the imperial 
army.5 This is not proven, but Schoppe was well acquainted with the inn 
kept by Dorothea. In 1600, according to his own testimony, he had stayed at 
the White Lion in the Vicolo San Simeone for several months, from June to 
September.6 The inn was thus located at that time in a small alley not far from 
the church of San Simeone, a little east of the Bridge of Angels near the Tiber.

The continuing religious struggles of the period form the background for 
another contemporary testimony, also cited in the same context by Dragosits, 
that in turn denounces Schoppe and Faber as evildoers, specifically as papal 
informers (Dragosits 2020a, 82).7 That text, commonly known as “Alarm to 
all Christian Princes,” was allegedly written by one Francis Broccard. He is 
said once to have been in the service of the Roman curia as papal secretary un-
der Clement VIII (r. 1592–1605) before converting to Protestantism (Broc-

3 A summary in English of the most important facts is in Dragosits 2020b.
4 Schoppe had converted to Catholicism in Prague in 1597 and was subsequently a vehement 
propagandist against Protestantism.
5 The editor Marcantonio Stradella speaks of “Colonello Guglielmo [Wilhelm] Kapsperger” 
in the preface to Kapsperger’s “Libro primo de madrigali a cinque voci” of 1609 (Dragosits 
2020a, 4 and 101).
6 “Mense Junio [1600] emigravi ex Vaticano ad cenacularium Al Leon bianco in vico S. Sim-
eonis, ubi uno mense confeci Apologeticum adversus Hunnium. […] Mense Septembri ac-
cepi pensionem 30 ducatorum et remigravi in Vaticanum.” (Schoppe 2004, vol. 2, 1123). 
Schoppe’s treatise Apologeticum adversus Hunnium, a polemic against the Lutheran theologian 
Ägidius Hunius the Elder (1550–1603), was published in Munich in 1601.
7 At the beginning of 1600 Schoppe had received an order from the curia to monitor the 
many pilgrims streaming from Germany to Rome (Schoppe 2012, I, 168-72, no. 76, esp. 169; 
Matheus 2012, 73-74).
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card 1679).8 As far as is known, however, the work, then bearing a different 
title, was first published several years after the death of the Aldobrandini pope 
in 1617 in Leiden by Joachim Morsius (1593–1643/44).9 In fact, there is still 
no proof that a person named Broccard or similar was active in the Vatican. 
It could be a pseudonym that has not yet been clarified. Regardless, the testi-
monial does not appear to be fictitious. The pamphlet was probably written 
in 1604, and it certainly contains notes made the years before.10

In the “Alarm,” the writer warned travelers to Rome of three inns to avoid 
visiting because they would be spied on there. Among them was also the 
White Lion. The English translation of the 1679 text reads 

The first I shall name [is] John Hierom Fendri, who lets lodgings at the Sign 
of the White Lion; he with two of his sons who anderstand [=understand] 
the German tongue very well, receive from the Pope an annual pension to 
betray the Germans who come thither (Broccard 1679, 13). 

The description refers, nonetheless, to the situation before 1604. It has not 
previously been noticed that this warning refers to the inn of Kapsperger’s step-
father. His name, Hieronymus Pfender, as was often the case, is somewhat dis-
torted. One of the two sons mentioned could have been Kapsperger himself. 
In order to put this allegation into context, and although there is no definitive 
proof of any espionage, it is necessary to look back at the origins of the family 
and its establishment in Rome.

Kapsperger was certainly Venetian by birth. The year of birth 1580 seems 
plausible, provisionally determined on the certification of his death when he 
was alleged to be seventy-one-years old.11 His biological father, the ill-fated 
Wilhelm Kapsperger, may indeed have died soon after the birth of his son, if 

8 The author’s name “Francis Broccard” first appears in the edition of Potter 1677, 189-218. In 
Potter’s earlier editions this detail is missing (Potter 1642; Potter 1656).
9 The title at that time was still “Anonymi dectio conspirationis pontificis romani.” Only in 
later editions was the title changed to “Explicatio conspirationis pontificis.” The well-trav-
eled Morsius often edited writings he owned. However, his “Album Amicorum” does not list 
Broccard (Schneider 1929, 79-109). Without going into the history of the edition, the tract is 
discussed by Fosi (Fosi 2005, 205; Fosi 2011, 80-83) and Matheus (Matheus 2012, 73). Both 
authors seem to assume that a person named Francis Broccard actually lived.
10 The dating follows not only from considerations of content but also from a note on a print 
that was attached to a copy of the “Annales” by Joachim Cureus (1532–1573) published in 
1571, and that was in the possession of a “Herr von Köckritz in Meissen” before 1864 (Paur 
1864, 157: “scriptum anno 1604 / Als Autor dieses des Bapstumb verlassen, und von Rom in 
diese Landt komben ist” [written in the year 1604 / when the author abandoned the papacy 
and Rome, and came to this country]).
11 According to his necrology of January 17, 1651, Kapsperger died at the age of seventy-one 
(Kast 1960, 48; Dragosits 2020a, 3).
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not before, by whatever means. This must have happened before 1582, when 
the widowed Dorothea entered into a new marriage with Hieronymus Pfend-
er, a German living in Venice at that time. Without family support, a woman 
could not live on her own for long, especially if she had a small child in her 
care. Since Dorothea probably took over the inheritance of her deceased hus-
band on behalf of her son, she at least had some means at her disposal.

These considerations emerge from the newly identified marriage contract 
between Dorothea and Hieronymus, dated February 12, 1582.12 The doc-
ument, however, only gives a few details about both persons. It reveals that 
Dorothea’s  deceased father was named Johann and that she would bring a 
dowry of 400 ducats into the marriage. It is quite unusual that she is not 
called a widow and that her first husband remains unnamed. This is discussed 
further below. Of Hieronymus, whose surname is written “Fimber” instead 
of Pfender on this occasion, the document reveals that he lived in Venice near 
San Samuele and that his deceased father was also named Johann. This part 
of Venice was home to many immigrants from German-speaking countries, 
and a German hospice was also located there (Braunstein 2016, 663-65).13 
Hieronymus’s place of origin or profession, however, is not disclosed. Lat-
er documents reveal that he was about thirty years old at the time of the 
marriage. Dorothea, on her part, probably was somewhat younger. Notwith-
standing the child from Dorothea’s first marriage, both still had their lives 
ahead of them.

It is an interesting detail that the person who certified the contract in 
February 1582 was a lute maker named Lukas Sturm, son of Leonhard Sturm 
from Augsburg. It might be assumed that this could have been a relative, 
perhaps a son of Leonhard Sturm alias Sturmer, who had inherited the es-
tate of the renowned lute maker Laux (alias Lukas) Maler in 1552. Laux, in 
turn, had been the heir of his brother Sigismund Maler, who died in Venice 
in 1532 (Blackburn 2010 [2013], 69; Pio 2011, 244-49 [without reference 
to Sturmer]; Goy 2016, 89).14 For whatever reason, the testimony of a lute 

12 Archivio di Stato di Venezia, atti notarili, vol. 11891 (notary: Girolamo Savino), illegible 
page numbers. Kapsperger’s mother Dorothea mentions the contract in her will of June 1615; 
see note 63. The date 1582 corresponds to today’s time. In late sixteenth-century Venice the 
beginning of the year fell on March 1. In that “stile veneziano,” the contract thus dates from 
February 12, 1581.
13 The hospice was founded in the early fifteenth century for “Tedeschi,” and the “calle dei 
tedeschi” runs nearby.
14 The Maler family came from Thengen in the diocese of Augsburg. Lukas and his father 
Leonhard were probably related to the lute maker Paul Sturm, the teacher of Sixtus Rauwolf 
(1556-after 1625), who died before 1577. In 1549 Paul Sturm was granted citizenship in 
Schongau and in 1573 in Augsburg. Rauwolf married Sturm’s widow Margarete (Lütgen-
dorff-Leinburg 1904, 599).
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maker at the conclusion of the marriage contract indicates that either Hieron-
ymus or Dorothea or both must have had close contacts to the noble milieu 
of luthiers. Moreover, Sturm’s origin in Augsburg provides a first clue to the 
question of the origins of the bridegroom Pfender.

When Giacomo Antonio and Leonhard Pfender were sent from Rome 
to  begin their schooling at the Jesuit Gymnasium St. Salvator in Augsburg in 
the spring of 1595, it was noted in the local registry that they had relatives in 
the city (Rupp 1994, 29). The same was also stated about a Johann Pfender 
in 1597. This Johann Pfender, however, did not come from Italy, but from 
Kirchheim, not far from Augsburg. This Bavarian town, most likely, also was 
the birthplace of Hieronymus Pfender, Dorothea’s husband and, hence, Kap-
sperger’s stepfather. In a document of April 1584, discussed further below, it 
is clearly stated that Pfender was Bavarian. His sons Giacomo Antonio and 
Leonhard, therefore, were Kapsperger’s stepbrothers. Johann Pfender, on the 
other hand, could have been a nephew of Hieronymus, whose father, as men-
tioned, was named Johann. In Kirchheim, at least by 1579, a Jakob Pfend-
er operated a farmstead, which was taken over before 1604 by a Leonhard 
Pfender, who died there in 1639 (Höfle 2009). Not only due to the name 
relationship, but also to other facts still to be explained, it seems likely that 
this Leonhard Pfender and the pupil who traveled from Rome to Augsburg 
in 1595 are the same person. Of course, this does not mean that the Pfenders’ 
relatives living in Augsburg had the same surname. Perhaps another family 
was meant, into which a daughter of the house had married—possibly the 
family of the lute maker Lukas Sturm?

The picture is somewhat clearer in the case of Kapsperger’s mother Dor-
othea because the bride’s family usually had to pay for the dowry. Technically, 
the marriage vow denoted a mutual debt obligation, and therefore it was 
often recorded where the money came from and how it was to be used. Such 
information is also contained in the marriage contract of February 1582.15 
By this time, not only had Dorothea’s father Johann already died, but also 
her brother Matthäus. A major part of her dowry of 400 ducats came from 
Matthäus’s estate.

The newly married couple probably planned to run an inn together as 
early as 1582. As Germans, however, opening a new business in Venice was 
hardly possible because of local restrictions. Since Germans were not allowed 
to accommodate Italians but only German compatriots, they would have 
needed their own license, and that was already given to three other innkeep-
ers (Backmann 2010, 46). Rome offered far better opportunities for such 
an enterprise.

15 See note 12 above.
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The move to Rome must have taken place soon after the marriage con-
tract was concluded, by May 1582 at the latest, because Dorothea was preg-
nant at the time. Her daughter Elisabeth was born in Rome, probably at the 
end of June, and was baptized there on July 3, 1582. To what extent Doro-
thea’s pregnancy was decisive for the marriage contract cannot be clearly de-
termined, as the precise wedding date is not known, especially because mar-
riage contracts were sometimes made some time after the wedding.16 Thus, 
by February 1582, Dorothea may have been remarried for some time. In any 
case, the baptismal record proves that the newly arrived couple must have 
already had closer contacts to German compatriots in Rome at that time. 
The child’s name was adopted from the godmother, Elisabeth Mayer from 
Ulm, whose social position or possible relationship to the parents remains 
unclear.17 Identification of the male godfather, however, is illuminating. This 
was the nobleman Kaspar Fetz, cavaliere di San Maurizio e Lazaro, and, more 
significantly, steward (maggiordomo) of Cardinal Markus Sittikus Altemps 
(1533–1595), nephew of Pius IV (1499–1565).18 The baptism took place in 
Sant’Apollinare, very close to the cardinal’s Roman residence. Hieronymus 
and Dorothea likely established their inn first in the immediate vicinity of the 
famous Palazzo Altemps (Fig. 2). In fact, Sant’Apollinare was something like 
the private chapel and baptistery of the famiglia of Cardinal Altemps.19 His 
grandson, Giovan Angelo, the later founder of the famous Cappella Altemps, 
was also baptized there on May 1, 1587.20 

16 For a later example, see the contract to Pfender’s second marriage, displayed in note 74.
17 “Elisabet filia Hieronimi Pfinder Germani et dominae Dorotheae Humler eius uxoris bap-
tizata fuit per me sup.tus padrini fuerunt nob. dominus Gaspar Fetz costantiensis magister 
domus ill.mi Altemps eques et domina Elisabet Mayrin ulmensis germana”; Archivio Storico 
del Vicariato di Roma (hereafter ASVR), Sant’Apollinare, battesimi 1579–1605, fol. 16r.
18 Fetz had served the cardinal since 1568 at the latest (Welti 1954, 127). In December 22, 
1575, he became a member of the confraternity of Santa Maria dell’Anima; Liber confraterni-
tatis 1875, 167. In December 1581 Fetz traveled to Constance on behalf of the cardinal (Maier 
1990, 115). Thus, when he took over the sponsorship in early July 1582, he had not long been 
back in Rome—and would depart once again (Welti 1954, 345, note 1).
19 In July 1582, at the time of the baptism of Elisabeth Pfender, the cardinal had himself car-
ried daily to Sant’Apollinare to pray there (Welti 1954, 356). Cardinal Altemps was also one 
of the protectors of the Collegium Germanicum, located next to Sant’Apollinare (Schmidt 
1984, 24).
20 ASVR, Sant’Apollinare, battesimi 1579–1605, fol. 22v. The godparents were Cardinal Ales-
sandro Peretti di Montalto and María Pimentel, wife of Enríquez de Guzmán. On possible 
later relations between Giovan Angelo Altemps (1587–1620) and Kapsperger, see Dragosits 
2020a, 101-2.
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Fig 2. From Antonio Tempesta’s 1593 plan of Rome showing the area between Piazza Nicosia 
(top left) and Palazzo Altemps (bottom right).

The fact that a high-ranking personality such as the cavaliere Fetz accept-
ed the role of godfather for Dorothea’s daughter Elisabeth nevertheless seems 
surprising. Cardinal Altemps’s office as bishop of Constance may have played 
a role since, as will be shown, Dorothea’s hometown in Germany belonged to 
the cardinal’s diocese. In any case, the newly arrived couple from Venice was 
well accredited soon after their arrival in Rome and seem to have harbored 
certain ambitions for their future. Dorothea’s first-born offspring, Giovanni 
Girolamo Kapsperger, was perhaps just learning to walk. At barely two years, 
his first phase of life in Venice was too short for him to remember.

During the following years the family grew rapdly. In August 1583 Doro-
thea gave birth to a second son named Ludovico, and in April 1585 Leonhard 
Pfender was born. Both were baptized in San Lorenzo in Damaso, the large 
basilica situated next to the renaissance palace of the Cancelleria, the former 
Palazzo Riario.21 So far there is no record of Giacomo Antonio’s baptism, 
but most likely he was born in 1584, because he must have been full age or 
close to it when in 1604 he published the compositons of his stepbrother 
Kapsperger in Venice (Fig. 1). According to the records, however, Dorothea 
and her family in 1583 lived in the parish of Santi Simone and Giuda, and in 
1585 in the district of Santa Maria in Vallicella. Where they actually stayed 
becomes clearer in the light of a newly uncovered series of contracts that refer 
to Dorothea and Hieronymus’s business affairs.

21 ASVR, San Lorenzo in Damaso, battesimi, 1582–1590, fol. 36r and 75v.
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The first is a lease dated March 18, 1583, according to which a French 
nobleman called “Jean seur Beltrande de Montagna” and his attendant Gas-
ton rented two rooms in the house in which Dorothea and Hieronymus had 
their dwelling and ran an inn. It was situated near the large palace of the Ors-
ini family, the Montegiordano, in a place called “ad ficum” (at the fig tree).22 
The small church of Santi Simone and Giuda, where Ludovico Pfender was 
baptized, is adjacent, yet incorporated into this vast building conglomerate 
(Fig. 3). The house rented by Dorothea and Hieronymus, certainly a quite big 
one, belonged to the Florentine banker Bernardo Acciaioli who, incidentally, 
is well-known for his interest in music.23

Fig 3. Detail from Antonio Tempesta’s 1593 plan of Rome showing the area between Palazzo 
Orsini di Montegiordano (left) and Santa Maria in Vallicella (right).

22 Archivio di Stato di Roma (hereafter ASR), 30 Notai Capitolini, uff. 30, vol. 37, fol. 245v-
248. Interestingly, it was Dorothea alone who concluded the contract, while Hieronymus is 
only mentioned indirectly as her husband.
23 In 1555 Giovanni Pierluigi da Palestrina dedicated the edition of his Primo libro di madrigali 
to Acciaioli (Palestrina 1989, Introduction). Moreover, in June 1551 Acciaioli’s Roman resi-
dence in the Palazzo Rucellai was the scene of the well-known dispute between Nicola Vicenti-
no and Vicente Lusitano (McKinney 2005). It is also noteworthy that Luca Marenzio lived in 
the Palazzo Orsini di Montegiordano between 1578 and 1586, then being court musician of 
Cardinal Luigi d’Este who had rented the palace (Bizzarini 1999). However, the cardinal had 
his main residence on the Quirinal hill near San Silvestro al Quirinale, and the same is true 
for Bernardo Acciaioli.
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There is, of course, little reason to assume that Acciaioli’s lease of his small 
palace to the Pfenders depended on common interests in culture, or that 
in 1583 the still very young Giovanni Girolamo Kapsperger was receiving 
instruction in music. At the same time, of course, one cannot rule out this 
possibility. In any case the little boy occasionally could have listened to the 
practice of the cembalist and spinet maker Giorgio Berneri who also lived “al 
fico,” as we know from an injury report drawn up in December 1582 after 
the musician had been attacked by some evildoer (Bertolotti 1881–1882, 
388).24 Consequently, when Kapsperger got back to Rome from Naples in 
1606 at the latest and lived in a house in the “Isola del fico” for several years 
(Dragosits 2020a, 87-89), he returned to a place he knew very well from 
his childhood.

However, Acciaioli surely wanted to see his house in good hands and for 
guests to be treated courteously. The contract of March 1583, in fact, con-
firms this point, because for the rental of two rooms and the shared use of 
the “sala” of the house for four months, the French nobleman had to pay the 
large sum of forty-eight scudi d’oro, denoting some level of luxury.25 On the 
basis of this price it is quite likely that the rental of the small Acciaioli palace 
must have been quite costly also to the young couple from Venice. Probably 
they rented it a short time after Elisabeth’s birth, late in 1582, and it seems to 
have been their first home in Rome, i. e., independent from the Altemps. It 
was definitely not their last.

On April 22, 1584, Hieronymus and Dorothea entered into a contract 
to rent another building, this time situated in or near the Via del Governo 
Vecchio, at that time the main street of Rome, the “via papalis,” crossing the 
center from Ponte Sant’Angelo to Piazza Navona.26 In passing the document 
refers to Pfender’s Bavarian origins.27 The house in question stood right in 
front of the former Palazzo Nardini, which at that time was rented by Car-

24 Two spinets built in Rome by Berneri in 1594 and 1608 are preserved; see Meraviglie sonore 
2007, 223-24, no. 48 (catalog entry by Gabriele Rossi-Rognoni).
25 In 1583 ten gold scudi d’oro corresponded to a little more than eleven silver scudi di moneta 
(Delumeau 1957-1959, 667). The annual rent for the two rooms thus would have amounted 
to 144 scudi d’oro or about 160 scudi di moneta. This far exceeds the rental prices that people of 
the upper middle class such as artists could have afforded. Many examples for housing costs of 
painters active in Rome around 1600 are rendered by Spear (2010, 39-40).
26 ASR, Notai AC, vol. 393, fols. 289 and 294.
27 “[…] domum positam in Urbe in regione Parione in facie palatij solite habitationis illus-
trissimi et reverendissimi cardinalis sancti Georgij [Serbelloni] cui domui ab uno sunt bona 
magnifci domini Ugonis Boncompagni ab alio eiusdem dominae Dionorae [Foscheri] et ab 
alijs duobus lateribus vijs publicis [...] ad effectum in ea [domus] faciendi cameras locandas 
domini Hieronymo q. Joannis Fenda [Pfender] de Baviera et Dorotheae eius uxoris”; ASR, 
Notai AC, vol. 393, fol. 289.
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dinal Giovanni Antonio Serbelloni, called after his title church “cardinale di 
San Giorgio” (Bentivoglio–Valtieri 2019, 38).28 In Antonio Tempesta’s map 
of Rome of 1593, the palace is visible on the left of the newly erected dome 
of Santa Maria in Vallicella (Fig. 3), i. e., the church where Leonhard Pfender 
was baptized on April 28, 1585, exactly one year after his parents had rent-
ed the new house for their inn. All but incidentally, Leonhard’s godmother 
was Dionora Foscheri, a close relative of the late bishop of Montefiascone, 
Vincenzo Foscheri, to whom the house belonged.29 This fact shows that the 
Pfenders and the owner of the house were on fairly good terms. The condi-
tions of the rental, nevertheless, were quite challenging.

The contract specified a lease term of three years for a remarkably high 
annual rent of 220 scudi. By comparison, when the Bolognese nobleman and 
later Cardinal Guido Pepoli rented the spacious, though not luxurious, Orsi-
ni family palace in Piazza Nicosia in May 1582 (see Fig. 2), he paid 400 scudi 
annually (Sickel 2021/2022, 209-12). The number of rooms is not indicated, 
but the inn extended to two floors and was equipped with two chimneys. To 
be profitable and to enable the family a certain standard of living, the gross 
revenues must have amounted to at least 300 scudi, a sum made possible only 
by attracting wealthy clients. One of them most likely was Johann von Myl-
lendonk, a German nobleman from the Rhine area near Mönchengladbach, 
who had come to Rome early in 1584 at the latest, since in February of this 
year he became a member of the confraternity of Santa Maria dell’Anima 
(Liber confraternitatis 1875, 172). His stay in Rome seems to have lasted for 
about one year, and during that time he became so well acquainted with the 
Pfenders that he agreed to be the male sponsor at Leonhard’s baptism.30 How-
ever, he left the city shortly before the event, leaving the task to a confidant.31

For unknown reasons, probably because of the high fee or because the 
zone was noisy and dusty due to the nearby construction of Chiesa Nuova 
(Connors 1980), Dorothea and Hieronymus prematurely ended their rent 
of the Foscheri house. On June 8, 1585, they transferred the rent to the pa-

28 While the much ruined Palazzo Nardini still exists, the houses opposite to it all were rebuilt 
in the nineteenth century (Valtieri 2018, 134 and 137, plate III-C).
29 “Leonardo di messer Jeronimo Fender et domina Dorotea sua moglie à S. Maria Vallicella, 
il signor Egidio Giordano per il signor Giovanni Meliadunch [sic] tedesco e madonna Diana 
Fuscheria” (ASVR, San Lorenzo in Damaso, battesimi, 1582–1590, fol. 75v). The name “Di-
ana” appears to be recorded wrongly as much as the name of the godfather “Meliadunch” (see 
note 30).
30 A few years after his return to his home country, Johann von Myllendonk began renovating 
his family’s castle in Myllendonk, adding an Italian-style loggia (Heckner 1999, 346). His 
long-term stay in Rome was previously unnoticed.
31 The same happened again several years later in 1617 (see notes 76 and 77).
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pal referendary Giulio Ungarese from Milan.32 The document is interesting 
not because it contains the first mention of the name of the inn the cou-
ple was running in the casa Foscheri: “domum […] in qua ipsi coniuges ad 
presens exercent cameram locandam sub signo leoncini albi,” alias, the little 
White Lion.

Inns were known at that time by their catchy names and signs that illus-
trated their names. By far the most famous in Rome was the Bear (l’Orso, Fig. 
2), located just a few steps away from the Bridge of Angels. By 1551 there was 
also already a Leone bianco (White Lion) in Rome, but it is unclear where 
this inn was located (Lanciani 1907, III, 26; Gnoli 1935, 98). In 1585 there 
is even reference to a Golden Lion run by a woman from Venice.33 So the 
competition was fierce, and innkeepers jealously defended their brands. Hi-
eronymus and Dorothea must have either adopted the name or reintroduced 
it in Rome. The choice was probably made in allusion to an inn of the same 
name in Venice. Already by the late fifteenth century, the Venetian White 
Lion, under the management of a German, was a well-known inn where 
distinguished personalities lodged.34 The name Weisser Löwe (White Lion) 
promised an upscale level and thus denoted per se a niveau for the inn that 
the couple from Germany tried to establish in Rome.

Although it is not documented otherwise, it is quite likely that the first 
inn Dorothea and Hieronymus were running in Acciaioli’s house in 1583 
was also called White Lion. In fact, they used this name throughout the years 
wherever they went. For this reason we can assume with some certainty that 
a person who lodged in the Roman White Lion from 1583 onward must 
have been a guest in the inn of the Pfenders. Hence, this must be true for 
one very special person, and this was none other than Leonhard Thurneysser 
von Thurn, surely one of the most remarkable figures of the late sixteenth 
century (Fig. 4).

32 ASR, Segretari RCA, vol. 1852, fol. 203. On Ungarese, see Weber 2004, vol. 3, 954-55.
33 A document of March 21, 1585, refers to “Caterina veneta” as “albergatrix ad signum leonis 
aurei”; ASR, 30 Notai Capitolini, uff. 30, vol. 39, fols. 196v-197.
34 In his “diarii,” Marin Sanudo repeatedly mentions notable personalities who lodged at the 
White Lion between 1496 and 1502 (Israel 2014, 306; Braunstein 2016, 374-80 and 918-19, 
doc. 8—the will of Jacob Brecht de Gand dated September 24, 1521). In 1521 the Venetian 
White Lion had eighteen fixed beds as well as seven mobile beds for certainly more than twen-
ty-five people. Thus it was one of the larger inns. During his stay in Venice in 1505, Albrecht 
Dürer stayed in another inn, whose room scheme with chambers and beds he drew (Ashcroft 
2017, 177-81).
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Fig. 4. Frans Floris de Vriendt, portrait of Leonhard Thurneysser zum Thurn of  Basel 
(Kunstmuseum, Basel).

Recent historians are still divided as to whether Thurneysser should be 
considered more a genius or a brilliant charlatan. Born in Basel in 1531, he 
traversed the German lands and half of Europe in innumerable enterprises 
as a geologist and mine manager, metallurgist, astronomer, physician, bot-
anist, and print shop owner, always quarrelsome and always intent on his 
advantage. He died in July 1596, allegedly impoverished, in a monastery in 
Cologne, where he is buried next to Albertus Magnus. This was where he felt 
he should be placed.35

35 From the extensive literature on Thurneysser, see Boerlin 1976; and for a summary of the 
earlier research, see Schumacher 2011. On the question of the grave site in Cologne, see Eiker-
mann 2011/2012, 125.
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Characteristic of his talents is his legendary performance before Cardinal 
Ferdinando de’ Medici, whom he was able to convince that he had turned half 
of an iron nail into gold. This is said to have taken place in Rome in Novem-
ber 1586, but probably occurred some time earlier. In any case, it was pure 
deception: the nail was prepared in such a way that when it was immersed in 
an oily liquid, a coating came off, exposing the golden section underneath. 
When Ferdinando returned to Florence in 1587 as grand duke, in succession 
to his brother Francesco de’ Medici, he had the nail prominently displayed in 
the Tribuna of the Uffizi, probably to remind him of how much he had once 
allowed himself to be duped. The nail was not removed until the eighteenth 
century (Conticelli 2012, 18).36

In the summer of 1584, Thurneysser had taken advantage of an absence 
of his then employer, the Elector Johann Georg von Brandenburg, and had 
left Berlin for Italy without permission. He arrived in Rome at the end of July 
or the beginning of August, and may have taken up his quarters at the inn of 
Hieronymus and Dorothea immediately after his arrival. It is certain that he 
stayed at the White Lion in September 1584, and the same is probably also 
true of the bailiff of the county of Kempten, Dietrich von Horben, who was 
in Rome on official business at the time. Von Horben also met with Thur-
neysser occasionally in that inn at meals (Boerlin 1976, 27, note 80).37 Ac-
cording to von Horben, Thurneysser was the personal physician of Cardinal 
Altemps at that time. Whether Dorothea and Hieronymus still frequented 
the cardinal’s house, however, is uncertain. Regardless, since we now know 
that in the summer of 1584 they ran the White Lion, Thurneysser must have 
already been quite familiar with the couple and their children.

In fact, their relationship was so close that on December 19, 1585, Thur-
neysser granted them a large private loan of 600 scudi.38 Apparently, after they 
had left the Foscheri’s house, Dorothea and Hieronymus were short of money 
and needed fresh capital to renew their commercial activity. Three months 
later they rented a house on April 1, 1586, with a three-year contract that ap-
parently suited their ambitions more than their previous one.39 It belonged to 
the Roman patrician Virgilio Crescenzi, who is known as the executor of the 

36 For the cultural-historical aspects of Thurneysser’s mischievous play, see Kahn 2014.
37 On August 20, 1584, Dietrich von Horben zu Ringenberg was sent to Rome by the new 
prince abbot Albrecht to receive confirmation of his election from Pope Gregory XIII. This 
was issued only on October 1, 1584 (Haggenmüller 1840-1847, II, 99). Von Horben therefore 
probably spent the whole of September 1584 in Rome, perhaps in the White Lion. On Sep-
tember 17, 1584, he registered in the brotherhood book of the Anima, referring to his mission 
(Liber confraternitatis 1875, 172).
38 ASR, Notai AC, vol. 399, fol. 900.
39 ASR, Notai AC, vol. 401, fol. 7 and 44.
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will of Cardinal Matteo Contarelli, who died in November 1585, and whose 
chapel in San Luigi dei Francesi was decorated by Carravaggio (Sickel 2003, 
17-26, 104-5; and also Pupillo 2005).40 Once again it must have been a large 
house because the rent of 175 scudi per year, although lower than before, was 
still quite handsome.41 As can be seen from the contract of 1586, the house 
rented by Pfender was located only a few steps away from the Palazzo Orsini, 
opposite the church of Santa Lucia della Tinta (Fig. 2). The rear part of the 
house in Via di Monte Brianzo faced the Tiber, and was a convenient location 
in terms of the city’s main routes, leading from the main axis, Via del Corso, 
straight to the Bridge of the Angels and thus to the Vatican.

Nothing remains of the building, nor are there even sketches or architec-
tural drawings.42 It is quite possible, however, that it was the same inn where 
Michel de Montaigne (1533–1592) had stayed from December 2, 1580, to 
April 1581. In his famous Journal he mentions having stayed in a house “vis-
à-vis de Santa Lucia della Tinta.” In any case, Montaigne’s description gives 
a vivid idea of life in such an inn. For 20 scudi a month, he lived in three 
beautiful rooms, furnished with better furniture than in Paris and with leath-
er wallpaper on the walls. Of course, the high price also included the kitchen, 
i. e., hospitality.43 The conditions, in short, were similar to those contracted 
in March 1583 between Dorothea and the French noblemen.

To turn to Thurneysser’s loan of December 1585, the agreement did 

40 It seems worth noting that Kapsperger’s son Filippo Bonifacio (who entered the Franciscan 
order with the name Giovanni Filippo; Dragosits 2020a, 155) in July 1641 was in exchange 
with one of Virgilio Crescenzi’s sons, Cardinal Pietro Paolo Crescenzi (1572–1645); see Ar-
chivio Storico Capitolino, Rome (hereafter ASC), Archivio Urbano, sez. I, vol. 576, fol. 346. 
Another line of the family included Livia Crescenzi, who was godmother to the said Car-
lo Andrea in 1612 (Dragosits 2020a, 181, there erroneously “Lucia” Crescenzi). Livia was a 
daughter of Ottaviano Crescenzi and later wife of Giovanni Battista Serlupi (Sickel 2003, 23).
41 Crescenzi owned at least two houses opposite from Santa Lucia della Tinta. This is proved by 
a contract of January 28, 1584, according to which he purchased a house next to another one 
that already belonged to him; ASR, Notai AC, vol. 392, fol. 281-286.
42 On the topographical situation in the sixteenth century, see Frommel 2002, 270-71.
43 “Le deuxieme jour de décembre primes des chambres de louage chés un espaignol, vis-à-vis 
de Santa Lucia della Tinta. Nous y estions bien accommodés de trois belles chambres, sale, 
garde manger, escuire, cuisine, à vint escus par mois, sur quoi l’hoste fournit de cuisinier & de 
feu à la cuisine. Les logis y sont communéemant meublés un peu mieus qu’à Paris, d’autant 
qu’ils ont grand foison de cuir doré [leather wallpaper], de quoi les logis qui sont de quelque 
pris, sont tapissés.” (Montaigne 1889, 195-96). The statement that Montaigne lived in the 
Bear, which can be found in various literature, is not factually justified. A “vicolo del Liuto” 
located not far from the Bear was occasionally associated with the “cavaliere del liuto” active 
at the court of the Farnese in the late sixteenth century, as was the “albergo del Liuto” in the 
mid-seventeenth century (Pesci 1997, 238). However, the assumption does not seem evident. 
On the identity of the “cavaliere del liuto,” see Pesci 2003.
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not last long. No one lends large sums of money without interest, “gratis 
et amore,” not even the “gold maker” Thurneysser; he was still a business-
man. Thus, two years after granting the loan, Thurneysser signed over part 
of it, namely 260 scudi, to an Elias Dollinger or Döllinger, on June 8, 1588. 
The document confirms that the inn run by Dorothea and Hieronymus was 
under the sign of the White Lion (“ad signum leonis albi”).44 Although the 
agreement of December 1585 was for a period of four years, by the beginning 
of 1589 there must have already been a dispute about the repayment of the 
partial debt of 260 scudi mentioned above, because on May 31, 1589, at 
Thurneysser’s request, the equivalent amount in household goods were con-
fiscated from the couple.45 In particular, it concerned 117 items of tin (prob-
ably cups and plates), forty copper items (probably pots and pans), a cabinet, 
and eleven lengths of leather wallpaper. Even if it was likely not the total 
stock of tableware, the confiscation certainly meant a major restriction for 
the economic operation of the inn. On the one hand, the young Kapsperger, 
probably about nine years old at the time, was no doubt old enough to feel 
the drama of the situation. On the other hand, the dispute gives an approx-
imate idea of the capacity of the inn. Of course, Dorothea and Hieronymus 
Pfender immediately appealed, but it was not until the following year, on 
February 18, 1590, that they received the housewares back.46 It is noteworthy 
that they were handed over to Dorothea, not to her husband.

For a period of time afterward, there is no further documentation about 
the family although changes certainly occurred. At the end of June 1590, 
Leonhard Thurneysser, himself plagued by debts, had to leave Rome; in the 
short term, he went to Constance. Dorothea and Hieronymus were probably 
not able to keep the large inn opposite Santa Lucia della Tinta for too long. 
When they moved the location of the inn to the Vicolo di San Simeone, they 
kept the name White Lion. As already mentioned, Kaspar Schoppe stayed 
there for several weeks in 1600, and it can be assumed that it was also fre-
quented by people from the Fugger family circle. Despite all changes and 
movements, the inn undoubtedly was still a place of some comfort.

The move from Santa Lucia della Tinta to the Vicolo di San Simeone 
probably took place shortly after Kapsperger went to Augsburg in 1591 to 
attend the Jesuit grammar school there (Rupp 1994, 44; Dragosits 2020a, 
15-25). This was only one more break in his early life, and it seems necessary 
to take a halt at this point to sum up what has been said before. When the 
family moved from Venice to Rome early in 1582, Giovanni Girolamo was 

44 ASR, Notai AC, vol. 1719, fol. 539.
45 ASR, Notai AC, vol. 1722, fol. 230.
46 ASR, Notai AC, vol. 1722, fol. 230v-231r.
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probably too young to understand what was going on, but the situation re-
mained unstable even after the arrival in the Eternal City. Almost every year 
the White Lion was relocated from one place to another (though sometimes 
not at all distant), and with it moved the entire family, unable to rely on the 
help of relatives. Thus, the young Kapspeger spent his childhood in various 
places in the crowded center of Rome: first in the neighborhood around the 
Palazzo Altemps, then near Piazza del Fico, next not far from there around the 
Chiesa Nuova, and later on in the surroundings of Santa Lucia della Tinta. 
There, very close to the inn, on the banks of the Tiber, was a site where timber 
was offloaded, where the little boy could watch the hustle and bustle with as 
much curiosity as he did in the White Lion (Scarfone 1985).

As he grew older, he most certainly would have worked in the inn, and 
there is something fascinating about imagining how he might have gained 
access to such a cosmopolitan and universally educated personality as Thur-
neysser. Perhaps the latter told the boy about his travels and undertakings. As 
a self-promoter, Thurneysser was unsurpassed, and even if he appears to have 
had little interest in music (of all things), it can be safely assumed that music 
was played at the White Lion.

It was obviously important to the mother and stepfather that Kapsperger 
should receive a good education. That they sent him all the way to Augs-
burg for this purpose seems unusual, even though relatives lived there. In 
order to obtain the Langenmantel scholarship, the boy needed the support 
and perhaps also the encouragement of a patron who had influence in Augs-
burg and knew the family from Rome. Subject to more precise evidence, it 
might be suggested that this intermediary was Philipp Fugger (1567–1601). 
In 1591, when Kapsperger’s move to Augsburg was scheduled, Philipp had 
already been resident in Rome for some time and was also active as provisor 
of the German national church Santa Maria dell’Anima.47 He had joined the 
fraternity in February 1587 (Liber confraternitatis 1875, 176). High-ranking 
personalities and dignitaries were accepted there, but not innkeepers like Hi-
eronymus Pfender, even if he hosted such nobility in the White Lion.

Above all, however, Philipp was a son of Marx Fugger (1529–1597) and 
thus a nephew of his younger brother Hans Fugger (1531–1598).48 The latter 
had been lord of Kirchheim since 1575, where he had a magnificent palace 
built between 1578 and 1585 with the addition of works by several Italian 

47 In August 1589 Philipp Fugger lived in a house near the Piazza Sciarra; ASR, Segretari 
RCA, vol. 1854, fol. 682. His activity as provisor at that time is also mentioned by Schmidlin 
1906, 472. In November 1594 Philipp married Barbara Fugger (1577–1605), the daughter of 
Philipp Eduard Fugger, in Augsburg.
48 The brothers Marx, Hieronymus (1533–1573), Hans, and Jakob (1542–1598) belonged to 
the Anton line of the house of Fugger.
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artists.49 Traditionally, the Fuggers maintained particularly close relations to 
Venice (Backmann 1997, 175-97). The decision to send the three sons of the 
Pfender family to Augsburg for higher education—Giovanni Girolamo in 
1591 and Giacomo Antonio and Leonhard in 1595—was obviously based on 
the same structures of patronage as in 1582, when the parents were accepted 
by the Altemps family. This time, however, it was apparently the Pfenders’ or-
igin from Kirchheim that prepared the way for the siblings to go to Augsburg.

It is possible that Kapsperger was accompanied by at least one parent, 
stepfather or mother, on his way north. This assumption is suggested by a 
document relating to a bond that was drawn up in Göppingen in the duchy 
of Württemberg on June 24, 1592 (Fig. 5).50 This parchment can be consid-
ered a key document in the elusive question of Kapsperger’s origins. In fact, 
Württemberg was the home of his mother Dorothea. Recollecting her own 
origins, she decided, in consultation with her husband Hieronymus (and af-
ter the drama of the confiscation of her belongings), to deposit 400 florins 
by credit bond with the Göppingen city treasurer, securely and with a good 
interest rate of five percent.

Fig. 5. Deed to the deposit contract between the Pfenders and the city of Göppingen, June 
24, 1592, Göppingen city archives.

49 On Hans Fugger’s patronage of art in Kirchheim, see Hundemer 2007. On the furnishings 
of his residence in Augsburg, see Diemer 1993.
50 Göppingen, Stadtarchiv, Stadturkunden, A 1/a, Nr. 94 (for information and making repro-
ductions I thank Janina Pinger).
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As had been stated in the marriage contract of 1582, the money came 
from the estate of Dorothea’s brother Matthäus. The credit bond explains in 
more detail that this “Matheiß” came from Uhingen, a village close to Göp-
pingen, and that he had been missing for twenty-four years, since 1568. It is 
plausible that he might have been somewhat older than Dorothea and had 
decided as a young man to seek his fortune elsewhere and had not returned. 
Dorothea, too, was later drawn to faraway places—as far as Venice and then 
Rome. In the spring of 1592, however, she evidently felt that her money 
was better invested at home than elsewhere. Most important, however, is the 
fact that in that document of 1592, her family name is mentioned correctly 
for the first time. In the marriage contract of 1582 it is, as was common 
with German names at the time, misinterpreted as “Omel,” and in the rental 
agreement of March 1583 not much better as “Homle.”51 But the real name 
was Hummel.

As far as can be reconstructed, Dorothea’s father, Hans Hummel, held an 
office as a local mayor—“Schultheiss”—in Uhingen in 1549. He was active in 
the local civic administration and possibly in the judiciary (as a so-called Ein-
spänniger), remaining so even after his move to Göppingen, where he assisted 
the city bailiff Martin von Degenfeld in 1552 as “Amtsknecht” alias “official 
servant” (Pfeilsticker 1957–1974, II, §2343, §2370). It was not an outstand-
ing position, but still a respectable civil servant post. Matthäus was apparently 
born in Uhingen; Dorothea was then born after the move to Göppingen. As 
late as December 1580, the family still owned real estate in Uhingen.52 It is 
unclear whether relatives were still living in the region in 1592, and there is 
no documentation about Dorothea’s mother.53

Her father’s position in Göppingen must not have been permanent. In 
May 1554 in Augsburg a “Hanns Humel von Schorndorf” was taken into 
service as “Zweispänniger” (an official allowed to use a carriage drawn by two 
horses) for council affairs.54 The name Hans Hummel was fairly common, 
but the Augsburg servant could well have been Dorothea’s father, because 

51 See notes 12 and 22.
52 Uhingen, Stadtarchiv, Fleckenbuch Uh B 143, fol. 42 (kind communication from Carola 
Eberhard). In that purchase contract of December 14, 1580, the children of Hans Hummel 
are mentioned as owners of an adjacent property. Their names, however, are not given. Hans 
Hummel himself had apparently died.
53 Families named Hummel were widespread in the region. Without precise clues, an affiliation 
of Dorothea’s paternal line can therefore hardly be made. For the presence of probably different 
branches of the family in Reutlingen and Krummwälden near Göppingen, see Schön 1893, 
86-87, as well as Bossert 1930, 472, 546, 559, and 667.
54 Augsburg, Stadtarchiv, Bestallungsurkunden, May 20, 1554; indicated in Kraus 1980, 233, 
note 27. Hans Humel alias Hummel was committed for life, but is apparently traceable only 
until 1557; ibid., p. 407.
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another civil servant took up his position in Göppingen and Schorndorf at 
the same time.55 In the document of May 1554 it is stated that “Humel” 
(Hummel) promised to defend the city of Augsburg against all enemies, with 
the exception of Duke Christoph of Württemberg (1515–1568). If it could 
be proven that Dorothea’s family had moved to Augsburg relatively early, this 
would offer an important starting point for clarification of further questions, 
for example, about acquaintances with the families Pfender and Sturm. The 
real mystery, however, remains when and how Dorothea came to Venice. She 
would hardly have made the long journey alone and without a specific reason. 
Was she perhaps already married by the time she went to Italy?

In all events, it is now certain that the designation “Humblin,” chosen by 
Schoppe in his letter of 1606, is the name form for female members of the 
Hummel family. The same spelling appears in an Augsburg document from 
February 1661, when Elisabeth Humblin, daughter of Matthias Hummel, 
married the lute maker Thomas Edlinger (1630–1690) (Lütgendorff-Lein-
burg 1904, 158).56 Her father Matthias was also a lute maker (Lütgen-
dorff-Leinburg 1904, 308).57 In order to ascertain a relationship to Dorothea’s 
parents’ house, however, more concrete evidence is needed. Nevertheless, it 
seems evident that the three flying insects in the left half of Kapsperger’s coat 
of arms from 1604 (Fig. 1) should be taken as bumblebees, in German called 
“Hummeln.”58 Thus Kapsperger’s coat of arms on one side clearly refers to his 
mother’s family.

Accordingly, the representation in the right half of the coat of arms 
should refer to the father. The lower area depicts a stylized mountain with a 
plant on it that looks like a cloverleaf. It would be difficult to derive the name 
“Kapsperger” from this interpretation of that part of the coat of arms. In 
Augsburg in 1594, Johann Hieronymus signed his name this way (Dragosits 
2020a, 19), but whether that was his biological father’s real name and wheth-
er his father’s supposed military status were genuine seem to be anything but 
certain. The surname Kapsperger or Kapsberger could also have been a name 
derived from a topographical feature. Perhaps it is not by chance that in the 
early music-historical anthology of Wolfgang Caspar Printz we find the des-
ignation “Hieronymus von Kapsberg,” as if the surname was derived from a 

55 His name was Stoffel Branz (Pfeilsticker 1957–1974, I, §117).
56 “Thomas Edlinger of Gross-Kirchhaim from Camdten, lute maker and Elisabetha Humblin, 
local, both single.”
57 A work from Hummel’s workshop, a lute marked “Mathias Humell/Augsburg 1649,” was 
auctioned in London in 1999 for GBP 18,400; Christie’s London, “The Collection of Barons 
Nathaniel and Albert von Rothschild,” July 8, 1999, auction 6179, lot 4.
58 The idea was already expressed by Dragosits 2020a, 86.
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village (Printz 1690, 135; Printz 1979, 398).59

Separate from this, the story about the father’s allegedly high military 
rank is somewhat incredulous. If he were in fact an officer (and normally 
these persons were of noble origins), why is this not noted in the marriage 
contract of 1582 or in later documents? In some respects, the story of “Col-
onel” Kapsperger is reminiscent of strategies of self-nobilization common at 
the time, such as that of the painter Giovanni Baglione, who, born in Rome 
in 1566, similarly claimed to come from a noble family of brave war veterans, 
although in truth he was, quite prosaically, the son of a butcher from Traste-
vere (Sickel 2011). Kapsperger himself is unlikely to have been the originator 
of such a myth since he could not have had any personal memory of his 
biological father. After all, even if he had been born by then, he was still an 
infant at the time of his father’s death, and later he was dependent on what 
his mother told him about his father. His mother must have also shared this 
information with his stepbrother, Giacomo Antonio Pfender, who stylized 
Kapsperger as a “nobile alemanno” (noble German) as early as 1604 (Fig. 1). 
Dorothea, in turn, may have had good reason to glorify her deceased com-
panion posthumously. It is possible that the story initially served as compen-
sation to help the boy get over the feeling of being fatherless. Yet, it was also 
an advantage for the renown of one’s own inn with a high standard if people 
were made to believe that its owners actually belonged to more distinguished 
society. Her occasionally foul language alone, however, probably betrayed her 
real social standing.

The fact that Dorothea Hummel is said to have scolded Protestants in 
particular, according to Schoppe, is now also remarkable insofar as her former 
sovereign, the duke of Württemberg, was among the Protestant princes.60 
Possibly she herself had come to Venice as a Protestant, where numerous 
followers of this faith lived at the end of the sixteenth century, often clandes-
tinely.61 However, Dorothea certainly was Catholic by the time of the baptism 
of her daughter, Elisabeth, in Rome at the beginning of July 1582. As with 

59 A village with the name  Kapsberg, as the short form of Kappersberg, existed near Nurem-
berg by the thirteenth century. One could also consider the name as a derivation from Asperg 
in Württemberg, the country where Dorothea Hummel came from. The coat of arms of Asperg 
has portrayed an aspen since the sixteenth century, and the plant depicted on the coat of arms 
of the village Kapsperg coat of arms could likewise represent an aspen branch. However, these 
are only very vague considerations until the origin of the father is actually clarified.
60 The aforementioned Frederick of Württemberg was the successor of Duke Ludwig the Pious 
(1554–1593), to whom Dorothea had probably addressed her petition at the beginning of 
1592 for approval of her investment with the city of Göppingen; see note 50.
61 On German Protestants in Venice, see Backmann 2010, 28-29. Craftsmen such as lute mak-
ers are hardly considered by Backmann. Of the approximately 900 Germans living in Venice 
around 1580, 700 are said to have been Protestants (Oswald 2013, 114).



In and out of the White Lion 49

Ulm, the place of origin of the godmother Elisabeth Mayer, Göppingen be-
longed to the diocese of Constance, i. e., to the diocese of Cardinal Altemps. 
The office of the cardinal as spiritual patron of the country may have played 
an important role in the godparenthood of his maggiordomo Kaspar Fetz for 
Dorothea’s daughter as well as generally in her settlement in Rome.

The eldest son, the lutenist Kapsperger, likely lived through his adoles-
cence and puberty in Augsburg. He seems to have left the Jesuit gymna-
sium prematurely in 1596, when his two stepbrothers, Giacomo Antonio 
and Leonhard, had just completed their first year of school there (Dragosits 
2020a, 33-34). The reasons for his leaving are not clear, but it is very likely 
that Kapsperger, then a young man of about seventeen, returned directly to 
Rome and lived there once again with his mother and stepfather at the White 
Lion. This assumption is suggested by the statement in the aforementioned 
publication “Alarm to all Christian Princes.”62 Although Hieronymus Pfender 
had two surviving sons of his own from his marriage to Dorothea—Giacomo 
Antonio and Leonhard—the latter is certainly not the son mentioned in the 
publication. Thus, the second son referred to could well have been the stepson 
Giovanni Girolamo Kapsperger. In fact, there is strong evidence that Leon-
hard actually did not return home to his parents in Rome after the end of his 
schooling in Augsburg around 1600; this evidence derives firsthand from a 
statement made by his mother Dorothea in her will of June 24, 1615.63

According to Dorothea’s dispositions, all three sons from her two mar-
riages were supposed to be universal heirs, i. e., Giovanni Girolamo and Gia-
como Antonio—Leonhard, however, only if he returned to Rome. Allegedly, 
she had not received any news from him for twenty-five years. This was exag-
gerated, since Leonhard had moved away to Augsburg in 1595, only twenty 
years earlier. Anyway, Leonhard was not one of the two sons named in Broc-
card’s “Alarm” as accomplices of the innkeeper of the White Lion. Despite all 
the scurrilous exaggeration that one has to reckon with in such writings, the 
statement seems so concise that it could hardly have been invented. This is 
not to say that there was a regular system of informers in the Pfender house 
with listening devices or the like (Trinkner 1998). On the other hand, the 
existence of informers cannot be completely denied. The fact that Schoppe 
lodged in the same inn in 1600 might rather speak for the truth of the state-
ment. It was relatively easy to denounce suspicious persons to the Inquisi-
tion or to a priest, even anonymously, and foreigners were closely watched 
(Schmidt 2002, 446-50). As early as April 1592, an order had been issued to 
all “albergatori” in Rome to report not only the locations of their inns and the 

62 See note 8.
63 ASC, Archivio Urbano, sez. I, vol. 212, fasc. III, fol. 226-227 and 230.
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number of rooms, but also the names of their guests.64 Against the presence 
of potentially seditious forces, the Roman authorities wanted to be vigilant to 
avoid incidents like the one that occurred in June 1595, when an Englishman 
attacked a procession in front of Sant’Agatha and knocked the monstrance 
carrying the consecrated host out of the priest’s hands because he regarded it 
to be an idol (Tinto 1993, 679-80). A few days later he was publicly executed 
at the stake.

Even high-ranking persons were affected by the security measures. Mon-
taigne’s travel library was briefly confiscated in 1580 on suspicion of contain-
ing heretical books. In mid-December 1599 the luggage of the attendants 
of Duke Frederick of Württemberg was thoroughly searched at the city gate 
(Schickhardt 1603, fol. 25r; Heyd 1902, 119). And a week later, in the early 
morning of December 22, the Bear, where the duke was staying, was raided 
from top to bottom by a police squad, allegedly in search of a murderer. The 
duke’s rooms were also inspected (Schickhardt 1603, fol. 35; Heyd 1902, 
141-42). What sounds somewhat exaggerated in the “Alarm” was therefore 
not unusual. Dorothea’s hostility, especially toward Protestants, could there-
fore also be explained by the concern that her house might earn a bad reputa-
tion, which would be bad for business.

Around 1600, when the twenty-year-old Kapsperger can be assumed to 
have resumed living in his mother’s inn, he involuntarily became involved 
in practices of observing the residents there; for this he did not have to have 
been an informer himself, as the “Alarm” implies. On the contrary, his expe-
riences at the time may even have strengthened his resolve to pursue a pro-
fession other than innkeeping. No sooner had he come of age than he left his 
stepfather’s house and never returned. As already mentioned, he ran his own 
household since his return from Naples to Rome in 1605, or at least by 1606, 
in the “Isola del Fico” (Dragosits 2020a, 87-89). Yet, he remained in close 
contact with his mother. We know this because, otherwise, he would not have 
named his firstborn daughter Dorothea in 1604 and his mother would not 
have bequeathed 100 scudi to each of Kapsperger’s four children, who were 
born by June 1615.65 This generous sum suggests a certain prosperity, but the 
actual assets cannot be confirmed as there is no inventory of her possessions 
attached to her will.

A week after her testamentary disposition, Dorothea died on July 2, 

64 The decree of Cardinal Vicar Girolamo Rusticucci is dated April 30, 1592 (Regesti di bandi 
1925, 172, no. 1332). From the end of October 1598, all inns had to be registered by their 
guild, the Confraternity of San Giuliano (ibid., 213, no. 1644).
65 Dorothea, however, the girl born in 1604 and named after her grandmother, had already 
died in childhood.
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1615, at the age of about sixty, and was buried according to her wishes in her 
parish church of San Lorenzo in Lucina. Her correct family name, Hummel, 
is recorded in the necrology as well as in her will.66 On her deathbed, she had 
finally declared to the notary that she came from “Ghepin” in Württemberg.67 
That this spelling meant Göppingen would probably not be easy to infer 
without the document of 1592 (Fig. 5). Similarly, the name Kapsperger, as 
mentioned, may have originated from a linguistic transformation. In Doro-
thea’s will it mutated again to “Capsfer.” More remarkable is the naming of 
her first husband, who was given as “signor Gio. Girolamo primo marito” 
probably in error, whereas “Guglielmo” (Italian for “Wilhelm”) or “Gio. Gug-
lielmo” is more likely to have been correct. The memory of his person had 
apparently already faded considerably and, whoever he was, he does not seem 
to have held a memorably noble rank.

There is some documentation after Dorothea’s death regarding the con-
tinuity of the Pfender family in Rome. Although it was unusual at that time, 
Dorothea occasionally signed documents with her husband’s name. On Jan-
urary 2, 1614, Dorothea and Hieronymus jointly applied for the annulment 
of the promissory note from June 1592 with the city of Göppingen. On this 
document, Dorothea signed as  “Dorothea Pfinderin.”68 The couple probably 
needed the money invested in 1592 to take over a new site for their inn in 
Via Condotti. After Dorothea’s death, this is where Hieronymus continued to 
run a rooming house, still under the name of White Lion. The street leading 
up from the Corso to the Trinità dei Monti did not yet have quite the noble 
flair of more recent times, but had long since developed into a main street 
within Rome.69

The spectrum of clients who stayed in the house after 1615 confirms 
what has been stated about the clientele before that time. High-ranking per-
sonalities still stayed with Pfender, such as the bishop of Crema, Pietro Emo 
(1573–1629), who came from Venice in 1621.70 Another high-ranking per-
sonality in 1615 was a French baron, “un barone fancese [sic] borgognone.” 
He was registered without a name, but it is likely that it was Henri de Bauves, 

66 “Dorotea Humel todesca moglie di Gerolamo Fender todesco, morì alli Condotti”; ASVR, 
S. Lorenzo in Lucina, morti 1606–1633, fol. 127r.
67 “[…] la signora Dorothea figlia del q. Gio. Humil todesca del loco di Ghepin ducato di Vur-
timberg moglie del signor Girolamo Fender todesco […]”; source as in note 63.
68 Göppingen, Stadtarchiv, Stadturkunden, A 1/a, No. 94.
69 The cocky painter Giovanni Baglione, by the way, also lived in Pfender’s immediate neigh-
borhood.
70 “Girolamo Fender camera locanda, Lucia moglie, Gio. Guglielmo 4, Carlo Gabriele [sic], 
Mons. vescovo di Bertagna, Sinolfo Posi da Montalcino, Mons.r vescovo de Crema”; ASVR, S. 
Lorenzo in Lucina, anime 1621, fol. 26r.
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baron of Contenant, since a “sr Barone de Boves Borgognone” stayed in Via 
Condotti in 1609, likely in the same building.71 Other documents indicate 
that the inn could accommodate about twelve people. It is likely that not 
many more guests could be accommodated in the former locations of the 
White Lion. Obviously, the focus still was on wealthy customers rather than 
on quantity.

At the time of Dorothea’s death in June 1615, only the son Giacomo 
Antonio Pfender was living with the family.72 His stay in Venice had therefore 
not been permanent, and he was apparently still unmarried. Soon after, how-
ever, he seems to have left the house. He is last mentioned in a document dat-
ed December 19, 1619, when his father Hieronymus paid him 50 scudi from 
his mother’s estate.73 In the payment document, Giacomo Antonio is referred 
to as “romanus” because he was born in Rome. It is possible that he took the 
money to leave the city. By then, his father had been remarried for some time. 
On May 23, 1616, barely a year after Dorothea’s death, he married the much 
younger Lucia Bonucci, a half-orphan of only twenty-two whose father Ga-
briele, a “setarolo” or silk merchant from Parma, had already died.74 Despite 
the enormous age difference of a good forty years, the couple still had at least 
four children together, all of them sons: Wilhelm Johann (alias Guglielmo 
Giovanni) was born on March 6, 1617, then Carlo Gabriele on October 24, 
1618, Carlo Giuseppe on March 15, 1628, and Kaspar Balthasar Pfender 
whose exact date of birth around 1631 has not been determined.

The godmother at the baptism of Carlo Gabriele on October 29, 1618, 
was Clelia Macchiavelli. She was a niece of Cardinal Pompeo Arrigoni 
(1552–1616) who was also related to the later Cardinal Ciriaco Rocci (1581–
1651).75 The year before, at the baptism of Wilhelm Johann on March 9, 
1617, the aforementioned physician Johannes Faber and his wife Anna Hyrl-

71 “Geronimo Fender cam[era] loc[anda], Dorothea moglie, Jacomo Antonio figliolo, un bar-
one francese borgognone”; ASVR, S. Lorenzo in Lucina, anime 1615, fol. 33v. On the housing 
situation in 1609: “sr. Barone de Boves borgognone, s.r Giuliano fratello, Antide dela Verne”; 
ASVR, S. Lorenzo in Lucina, anime 1609, fol. 20v.
72 See proof in note 71.
73 ASC, Archivio Urbano, sez. I, vol. 213, fasc. I, fol. 249.
74 ASVR, S. Lorenzo in Lucina, matrimoni 1607–1641, fol. 87v. It was not until five months 
later, on November 4, 1616, that the marriage contract was concluded, providing for a dowry 
totaling 500 scudi; ASR, 30 Notai Capitolini, uff. 13, vol. 183, fol. 289-290. Noteworthy, in 
the document, Pfender is referred to as a Venetian: “Hieronymus di Giovanni Phender venetus 
albergator in via Condotti.” Pfender confirmed the receipt of the dowry on November 21, 
1616; ASC, Archivio Urbano, sez. I, vol. 213, fasc. I, fol. 162 and 167.
75 ASVR, S. Lorenzo in Lucina, battesimi, 1614–1633, fol. 136r. Clelia was the daughter of 
Pirro Macchiavelli of Bologna. Through her mother Lucrezia Arrigoni, she was the niece of 
Cardinal Pompeo Arrigoni (1552–1616) (Amayden [Ameyden] 1910, 82-83).
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er were present.76 Regardless of Schoppe’s lament of 1606 about Dorothea’s 
behavior, the connections from earlier years continued to exist; however, the 
Faber couple acted only as proxies. The actual godfather, Landgrave Wilhelm 
von Leuchtenberg (1586–1634), had stayed in Rome from October to De-
cember 1616 to obtain a papal dispensation to convert to the clerical estate 
(Wagner 1956, 283-84). One can assume that he stayed with Pfender in the 
White Lion during these weeks. When he left, he must have known about 
the pregnancy of the innkeeper’s wife and therefore commissioned Faber, who 
was well-known to him, to take over the godparenthood in his name.77

The selection of the landgrave as godfather illustrates the occasional 
closeness between guests and their host family, as had been the case with Di-
onora Foscheri and Thurneysser in 1585. In any event, thirty years later, the 
White Lion was apparently still a fine address. Another thirty years later, in 
1648, Wilhelm Pfender, who was baptized in 1617, had become the owner 
(Noack 1927, II, 171; Noack 1928, 122). In addition, in 1677, his brother 
Kasper Balthasar was still running an inn. This, however, was now located in 
Via Bocca di Leone and also had a new name, Zur Stadt Wien (Noack 1928, 
122). It was there that his mother, Lucia Bonucci, had died on February 19, 
1670, at the age of seventy-six.78 According to her will of February 9, only 
two of her four sons, Wilhelm and Balthasar, and her second husband, Sim-
one Joanucci from Sora, whom she had married in 1643, were still alive.79

Lucia’s first husband, Kapsperger’s stepfather Hieronymus Pfender, had 
died a few months before her remarriage, on November 22, 1642. He had 
reached the old age of ninety.80 As can be seen from a document dated July 
31, 1643, when the widow Lucia was reimbursed her dowry by her sons in 
view of her new wedding, Hieronymus had not drawn up a will before his 

76 ASVR, S. Lorenzo in Lucina, battesimi 1614-1633, fol. 86r. On Faber, see Fosi 2005.
77 Several letters from or to Leuchtenberg are preserved in  Faber’s correspondence in the ar-
chives of the Accademia dei Lincei.
78 ASVR, S. Lorenzo in Lucina, morti 1668–1680, fol. 42v.
79 ASC, Archivio Urbano, sez. 19, vol. 56, unnumbered pages. The contract of marriage with 
Joanucci is dated August 4, 1643; ASR, 30 Notai Capitolini, uff. 9, vol. 277, fol. 490-491. 
Part of the dowry totaling 625 scudi was paid by Johann Wilhelm Pfender on behalf of his two 
brothers Karl Joseph and Kaspar Balthasar, who were still minors. A corresponding agreement 
had already been made on July 31, 1643; ASR, 30 Notai Capitolini, uff. 3, vol. 181, fol. 519-
523 and 527-531; attached on fol. 524 is an inventory of Lucia’s dowry worth 200 scudi. Most 
valuable at 60 scudi was “un vezzo di perle scaramazze grosse bianche a doi fila.” So the family 
was not rich, but lived in prosperity.
80 “Gerolamo Fender venetiano di età di anni 90 in circa, marito di Lucia Braus [sic] romana, 
morì [...] nella casa dove habitava a strada Frattina”; ASVR, San Lorenzo in Lucina, morti 
1634–1643, fol. 242r.
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death; he died intestate.81 His origin from Augsburg or Kirchheim remains 
unproven for the time being, just as it remains to be clarified what his circum-
stances were when he first met Dorothea Hummel in Venice, if not earlier 
in Augsburg. It is rather curious when looking at all available documents 
concerning his person, such as the marriage contract with Lucia Bonucci of 
November 4, 1616, that he is sometimes referred to as German (“theutoni-
cus”), sometimes as Venetian.82 In a business document of October 27, 1622, 
in which he invested 400 scudi in a credit transaction, the designation “theu-
tonicus” is even deleted and replaced by “venetus,” as if this distinction was a 
personal concern for him.83 Certainly he did not want to be called a Bavarian; 
as mentioned, this happened only once, in April 1584.

Hieronymus Pfender thus continues to be shrouded in mystery. And yet, 
just like the figure of Kapsperger’s mother Dorothea, he provides important 
clues for understanding the musical career of the lutenist, especially in terms 
of cultural history. Through the evidence of the early arrival of the family 
in Rome in 1582, for example, it seems conceivable that even in his youth, 
perhaps earlier than his departure for Augsburg in 1591, he could have come 
into contact with professional musicians or even with the best lute player in 
Rome at the time and active at the Farnese court, Vincenzo Pinti, known 
as the “cavaliere del liuto” (Pesci 2003). When Kapsperger’s own talent first 
became evident, however, remains to be determined.

A later example of an unquestionably highly gifted child who, like Kap-
sperger, grew up in an inn, is provided by the famous portrait painter Sir 
Thomas Lawrence (1769–1830). He demonstrated his great talent for draw-
ing at the age of ten at the latest while portraying visitors to the Black Bear, 
the inn that his father, Thomas Lawrence senior, had run in Devizes since 
1772. The boy’s skills may have helped the guests get over the fact that his 
father used to serve them endless recitations from Milton and Shakespeare 
instead of meals at first.84 Kapsperger, too, may have often lifted many a bad 
mood with his playing. Incidentally, the first inn that Thomas Lawrence’s 
father took over in Bristol shortly after the birth of his son, Thomas, in 1769, 
was under the sign of the White Lion.

—Translation from German by Susan Liddell

81 See note 80.
82 See note 74.
83 ASR, Notai AC, vol. 4656, fols. 708-10 and 749-50.
84 Williams 1831, I, 35-39.
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ABSTRACT: Recently discovered archival documents shed light on the lives of three lutenists 
active in the Dutch Republic in the second half of the seventeenth century. Jan Burgers expands 
on his earlier biographical discoveries about the French-born lutenist and composer Johannes Fres-
neau (1616–1669), while François-Pierre Goy conjures up two unexpected and previously unknown 
players connected with the Goëss tablature collection: Pierre, baron de Goessen (1619?–1705), first 
owner and main scribe of the five earlier manuscripts (formerly known as “Hand Q” and identified 
as Johan van Reede), and Philippe François Le Vray (1638–1704), main hand of the Goëss theorbo 
book, and a lesser contributor to other sources outside the Goëss collection.
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The three main characters in this study share several common features: 
all three lived for decades and died in the United Provinces, but none 
of them was born there; all three were Roman Catholics in a Cal-

vinist-ruled country; all three contributed to some or all of the five earliest 
volumes of the Goëss tablature manuscripts for viol, lute, theorbo, and gui-
tar held at Ebenthal castle—one as a composer, the others as scribes, and 
for one of them, as first owner of the collection as well. In the first part of 
this article a quatre mains, Jan Burgers offers a complement to his previous 
publications about the French-born lutenist active in Leiden, Johannes Fres-
neau, while François-Pierre Goy introduces in the next two parts some results 
of the research undertaken for his Goëss-Werkverzeichnis, a detailed catalog 
of the works contained in the complete collection of tablatures.1 Here he 
identifies two of the copyists of the Goëss manuscripts born in the Southern 
Netherlands, Pierre, baron de Goëssen—the scribe nicknamed “Q,” previ-
ously thought to be the Dutch diplomat Johan van Reede—and Philippe 
François Le Vray. To prevent the text becoming too cluttered by references to 

1 The volume, in German, will include an extensive biographical study about the men and 
women who took part in the compilation of those manuscripts or owned them, also focusing 
on the distinction and identification (when possible) of scribal hands. Begun in 2018, work on 
this project was brought to a temporary standstill late in 2020 by the much-lamented death 
of the publisher of Tree Edition, Albert Reyerman, who would have published the volume as a 
complement to the facsimile editions of the Ebenthal tablatures issued by him. At present the 
catalog and indices are complete, while some of the introductory study (including the section 
corresponding to the contents of this article) remains to be written.
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source materials, the names of the five most frequently mentioned reposito-
ries are indicated by three-letter sigla: AVB (Archives de la ville de Bruxelles), 
HGA (Haags gemeentearchief ), HUA (Het Utrechts archief ), KLA (Kärnt-
ner Landesarchiv), and RAL (Regionaal archief Leiden), with their added 
shelfmarks, all of which are explained in the list of archives at the end of 
the article.

More about Johannes Fresneau

During the seventeenth century several French lutenists were active in 
the Republic, apparently because they saw opportunities here to earn a living 
with their art; well-known examples from the first half of the century are 
Nicolas Vallet and Victor de Montbuisson (see Burgers 2016b, 54). Not long 
ago it came to light that the Frenchman Johannes Fresneau (or Dufresneau) 
had also immigrated to Holland, where he can be identified from 1644 as 
living in Leiden, where he died in 1670. The new discovery was presented 
at a conference in 2013, the proceedings of which were published in 2016, 
as was an edition of his works (see Burgers 2016a and Fresneau 2016). Sub-
sequently, François-Pierre Goy and Jack Scholten brought to light new data 
that significantly complement Fresneau’s biography, partly incorporated in 
a recent study (Burgers 2020).2 On March 30, 1644, when Fresneau was 
registered as being engaged to marry Anna (Anneken) Asseling, daughter of 
the prominent Leiden instrument maker Andries Asseling, he was described 
as coming from “Zel in Berri.” Already in 1895 the Dutch archivist Bram 
Servaas van Rooijen reported that Fresneau was twenty-eight years old at the 
time, although that detail is not stated in the registration. Van Rooijen did 
not mention a source, but it seems that he got that information from a no-
tarial deed of October 6, 1649, in which Fresneau is mentioned as “out on-
trent 33tich Jaren” (circa thirty-three years old) (RAL, 0506, 755, No. 172). 
This would imply that our lutenist was born between October 6, 1615, and 
October 5, 1616. From the wording of the marriage registration, it seemed 
most likely that he came from Selles-en-Berry, present-day Selles-sur-Cher. 
Despite an intensive search, Fresneau cannot be found in the baptismal regis-
ters of that place; however, François-Pierre Goy solved the problem in 2020, 
when he conducted a further search of the baptismal registers of Salbris in the 
Departement Loir-et-Cher, about 65 km. south of Orléans. From 1614 to 
1621 several children of Charles Fresneau, seigneur des Houx, and Françoise 
Dousseron are mentioned in the Archives départementales du Loir-et-Cher 

2 We are deeply indebted to Jack Scholten, who unearthed many new relevant data from the 
Leiden archives.
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(E-DEPOT 232/1, unfoliated).3 These are presumably Johannes’s parents, be-
cause the same register lists their children Catherine (born July 8, 1619 and 
baptized on December 7 of the same year, whose godmother was Catherine 
[Blanche] de Choiseul; ibid., scan 110) and Jeanne (born October 8, 1621, 
and baptized on the following November, 15; ibid., scan 126), both of whom 
are mentioned later in Johannes Fresneau’s will of 1669. Not mentioned in 
that will, but found elsewhere in the Leiden archives, is a brother François, 
also in the baptismal registers (born on April 9, 1614, and baptized on the 
following November 30; ibid., fol. [33v], scan 34).4 Another son was born on 
March 17, 1616, who was baptized on May 9 (ibid., fol. [44v], scan 46). In 
the baptismal registration the child’s name is not written out, but indicated 
with a special sign, which was at the time used as an abbreviation for Je(h)
an (Tarragon 2009, 516). Moreover, the same abbreviation appears in the 
text as the godfather’s first name: “[Jehan] de Raimaulde [sic], s[eigneu]r de 
Bordedure [i. e., Bordebure] et Aulnay et La Court Saint Brison,” who indeed 
has the initial J in his signature under the record: “J. de Rivauldes.” There is 
no need to doubt that our Johannes Fresneau was born on March 17, 1616. 

His father Charles Fresneau belonged to an ancient family, possibly 
from the region of Vendôme.5 He is always called either “noble homme” or 
“écuyer,” and in a few French documents in the Leiden archives, the same 
terms are applied to Johannes himself. This does not mean, however, that they 
belonged to the lesser nobility. The fact that Johannes left France as a servant 
to a nobleman of the higher nobility (see below) and, once in Leiden, took 
up a profession as a lutenist would rather point to the contrary. This is a sure 
sign that his social status was not particularly elevated and that he was not 
able to “live nobly,” that is, without working. It was even disputed at the time 
whether an “écuyer” or a “noble homme” indeed belonged to the nobility (see 
La Roque 1708, 272-3, for example). Both terms were used in notarial acts 
or parish registers for burghers (Bluche 1990, 522 and 1283-4, s.v. “Écuyer,” 

3 Unusually, all the children were baptized long after their birth. Possibly the ceremony had 
to wait for the presence in Salbris of the intended godparents. Charles Fresneau’s family is no 
longer mentioned in the parish register after Jeanne’s baptism. Probably they lived in Salbris 
during a few years only.
4 “Francois du Fresneau” is mentioned in 1656 as brother of “Jean du Fresneau, noble homme, 
esquier,” as well as their sister “Mademoiselle Catherine Blanche, jeusne fille” and a deceased 
aunt Mademoiselle de Thorigny: 1650 (RAL, 0506, 658, No. 66). An older sister known from 
Fresneau’s will, but not found in the Salbris baptismal register, is Catherine, evidently another 
person than her almost-eponymous sister Catherine Blanche.
5 Viton de Saint-Allais 1872-8, vol. 13, p. 182, mentions the marriage of a Marie de Fresneau, 
daughter of Charles, écuyer, sieur des Houx, in 1613: they may have been an aunt and the 
grandfather of the lutenist. A place called Les Houx exists in the municipality of Trôo, about 
20 km west of Vendôme.
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and “Qualifications”). 
Jack Scholten discovered that Johannes Fresneau had been living in 

Leiden for some time prior to his marriage. Around 1640 he must have been 
in close contact with his future in-laws Asseling, because in 1660 he and 
Hendrik Asseling make a notarial statement concerning the illegitimate child 
that Hendrik’s brother Hermanus had fathered with one Aeltje Ernestus 
twenty years earlier. That was the reason for their father, Andries Asseling, to 
evict Hermanus (RAL, 0506, 938, No. 64). Remarkably, another brother, Jo-
hannes Asseling, was present as a witness when the baby “Agnietgen Asselyn” 
was christened on March 4, 1640 (RAL, 1004, 234, fol. 151).

Exact details of Fresneau’s arrival in Leiden are now known. On Janu-
ary 26, 1637, two Swedish nobles, Claes Stiernsköld (1617–1676) and Axel 
Åkesson Natt och Dag (1617–1642), matriculated at Leiden University in the 
company of their Swedish tutor Erik Bröms and four servants: the French-
men Johannes “Frenau,” age twenty-two, and Nicolaus Frenau (twenty), the 
Englishman Johannus Gummari (twenty), and German Conradus Weimmer 
(twenty-two) (Du Rieu 1875, col. 283).6 Claes Stiernsköld, the third son 
of the Swedish admiral Nils Stiernsköld, was still in Paris on November 27, 
1636, and about to leave for the Netherlands; Hugo Grotius gave him a new 
book to deliver to Ludovicus Camerarius, the Swedish envoy to the Republic 
(Grotius 2009, letter 2855 <http://grotius.huygens.knaw.nl/letters/2855/>). 
After some time, the Swedes left Leiden, but apparently Fresneau stayed be-
hind, making a living there as a lutenist, the profession with which he is 
always identified in documents from the Leiden years. The fact that Fresneau 
was registered together with his masters does not mean that he himself was 
also inscribed as a university student. However, he indeed matriculated later, 
on February 27, 1664, when he was inscribed honoris ergo (because of his 
merits), meaning he was admitted without charge (Du Rieu 1875, col. 512: 
“Johannes Frenau. Hon. ergo”). Fresneau probably did not actually embark 
on a course of study; like many others, he had himself registered at the uni-
versity in order to enjoy certain privileges, such as exemption from the beer 
and wine tax.

Fresneau integrated successfully into Leiden society. His wife was the 
daughter of the well-to-do Andries Asseling, who for almost half a century 
was the town’s most prominent maker of lutes, citterns, viols, and violins. 

6 “Claudius Sterrenschult nob(ilis) Suecus, 20 (years); Exilius Achasii nob(ilis) Suecus, 21; 
M. Ericus Braens Suecus, nob(ilium) eorundem ephorus; Joannes Frenau Gallus, famulus, 
22; Johannes Gummari Anglus, famulus, 21; Nicolaus Frenau Gallus, famulus, 20; Conradus 
Weimmer Germanus, famulus, 22.” See also Wrangel 1901, p. 168. Incidentally, Fresneau’s age 
does not seem quite correct here: in January 1637 he would have been twenty years old if he 
indeed had been born on 17 March 1616.
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Andries died in 1655 and was succeeded by his sons Melchior and Hendrik. 
Fresneau would remain in close contact with his family-in-law and other rel-
atives and mutual friends, as is attested by several notarial deeds in which 
he played a part in financial matters, as a witness, and as a guardian of or-
phaned children.

To the young couple a daughter, Maria, was born in November 1645, 
who seems to have remained their only child. She had a Catholic baptism, 
so Fresneau had stayed true to his faith; Anna had a reformed background. 
Family life was disrupted in the summer of 1661 with the death of Fresneau’s 
wife.7 Because the daughter Maria was still a minor, guardians had to be 
appointed for her; these were Floris Remeesz van Sanen, captain of the bur-
gher militia, and Jan de Mondel, cloth maker, a cousin of Fresneau’s in-laws, 
someone who often appears in the deeds about these families (RAL, 0518, 
246, fol. 229).8 Maria died in July 1664, a victim of the last outbreak of the 
plague in Leiden, and was buried between July 27 and August 2 (see n. 8). 
Another victim was Fresneau’s mother-in-law Maria Dircx van Cronenburg, 
who succumbed on July 28.9 Anna and Maria were buried in the Protestant 
Pieterskerk, as was later Fresneau himself. Contrary to previous suggestions, 
this is not an indication that Fresneau or his daughter had converted to the 
reformed religion.10

Johannes Fresneau lived until the beginning of 1670. In the fall of 1669 
he became ill, possibly the victim of an epidemic that took hundreds of lives 
in Leiden.11 On November 25, 1669, he summoned a notary, who found the 
ailing lutenist sitting in a chair near the fire, ready to dictate his last will and 
testament. In it, sums were bequeathed to various friends and to his broth-
er-in-law Hendrik Asseling, but most of his worldly possessions were left to 

7 She was buried in the Pieterskerk between July 31 and August 6 (RAL, 0501A, 1323, fol. 
123v).
8 Also a close friend of the family (or perhaps a relative) was Floris van Sanen, who was also 
appointed warden of the orphaned children of Melchior Asseling (RAL, 0518, 246, fol. 306v). 
Maria was buried between July 27 and August 2 (RAL, 0501A, 1323, fol. 216v). In the burial 
register she is listed directly after her grandmother, Maria van Cronenburg. Incidentally, now 
that it is certain that De Mondel and Fresneau were friends, it has become more likely that 
the “Jean de Frenoy” who on November 8, 1660, acted as a witness at the baptism of a child 
of Pierre Delmondel and Josine Paul van den Bos (du Bois) is indeed the same as our lutenist, 
although it was previously considered unlikely (Fresneau 2016, vi).
9 This is apparent from the inventory of her estate, which is signed by her son Hendrik Asseling 
and by Johannes Fresneau (RAL, 0506, 775, No. 440).
10 In the towns in Holland, people of all denominations were buried in the reformed churches 
(Deursen 1976, 531-7).
11 On that mysterious epidemic, raging from June 1669 to June 1670 and causing people to 
die covered with blue pimples, see Overvoorde 1911. Thank you to Jack Scholten, who drew 
my attention to this publication.
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his remaining family in France: his eldest sister Catharina, his middle sister 
Catharina Blanche (married to Mr. Consion), and his youngest sister Johanna 
were appointed as his universal heirs. On January 18, 1670, Fresneau, even 
more ill and now receiving the notary while lying in bed, revised some clauses 
in his testament. He died a few days later. The burial of “Johannes Frenauw” 
in the Leiden Pieterskerk, with burial rights amounting to four guilders, was 
recorded on February 10 (RAL, 0511A, 103, unfoliated).

The inventory of Fresneau’s goods and chattels drawn up after his death 
indicates that his economic position was rather modest. Apart from the usual 
furniture and utensils, he owned five paintings, two suits, and several pairs of 
trousers. In addition, the inventory mentions fifty books (unfortunately, no 
titles are given), a box with some music books and papers, and several musical 
instruments including twelve lutes, “good and bad ones,” two theorbos, two 
basses, a guitar, two citterns, and “two old instruments” (RAL, 0506, 1050, 
No. 113). The large number of lutes may indicate that Fresneau was also ac-
tive as an instrument maker and, indeed, in a Haarlem newspaper of October 
7, 1670, there is an announcement of a sale to be held at the house of Loth 
de Haes in Leiden, featuring “a batch of exquisite music books and many rare 
instruments, such as lutes, theorbos, viols and guitars, all very beautiful, some 
of them without equal, made and left behind by Iohannes Frenaut, in his life 
an artful lutenist in Leiden” (Oprechte Haerlemse Dingsdaegse Courant, No. 40 
(October 7, 1670), p. [2]).12

As a lutenist, Fresneau probably taught the children of the Leyden bur-
ghers and also the young men who came from all over Europe to study at the 
university. This guaranteed a stream of—often wealthy—pupils eager to have 
lute lessons. Some of Fresneau’s foreign pupils are known. On May 1, 1648, 
a Polish nobleman named Paulus Olteroski is recorded as owing Fresneau the 
considerable sum of 150 florins for lute lessons (RAL, 0506, 650, No. 130).13 
Another student from the east presumably taking lessons from Fresneau was 
one “Monsieur Pollcenis,” to whom he dedicated an Adieu piece. This is most 
likely the same person as “Georgius a Polsniz,” a Polish knight from Silesia 
who registered as a student at the university on September 27, 1659 (that 
is, Georg Dachs from Polsnitz), from an elevated Schweidnitz family who 
traveled extensively all over Europe for over twenty years and died in 1671 
(Fresneau 2016, viii-ix).

12 “Op den 24 October sal tot Leyden, ten Huyse van Loth de Haes, verkocht werden een party 
treffelijcke Musijck-Boecken, en veel rare Instrumenten, soo Luyten, Theorbes, Viool de Gam-
ba en Guiterre, alle seer schoon, daer onder eenige sonder weerga, ghemaeckt en naegelaten by 
Monsr. Iohannes Frenout, in sijn leven konstigh Luytanist tot Leyden.”
13 He is probably the same “Paulus Otarzewski, Polish nobleman,” who matriculated at the 
university on January 3, 1642 (Du Rieu 1875, col. 328).
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Fresneau composed quite a few pieces for lute and guitar; thirty-eight 
of them are transmittted in a small number of manuscripts and have been 
published in Fresneau 2016. Most are recorded in just two lute books: the 
so-called A-ETgoëss I manuscript, kept in Schloss Ebenthal in Austria, and 
PL-Kj Mus Ms. 40626, formerly in the Staatsbibliothek Preussischer Kul-
turbesitz, Berlin, now in the Bibliotheka Jagiellónska in Kraków, Poland. In 
both lute books we find, apart from the Fresneau works, a wealth of French 
pieces. These manuscripts, which both have a Dutch connection, are evi-
dently two important sources concerning the reception of French lute music 
in the Republic. Earlier it was discovered, by comparing several instances 
of Fresneau’s name inscribed in the Kraków lute book with his signatures 
in Leiden archival documents, that this manuscript was for the most part 
written by Fresneau himself, possibly from 1658 to 1660. The other lute 
book, Goëss I, tentatively dated c.1650 to 1670, was already known to have 
originated in Utrecht in the Netherlands. We shall now see that much more 
can be said about the origin of this manuscript.

Pierre, Baron de Goëssen as “Hand Q”

The Goëss tablatures fall into two main groups. The earlier one consists 
of five books compiled in the Netherlands during the second half of the sev-
enteenth century. It includes MSS A and B for viol—both with flyleaves dat-
ed in Utrecht on December 19, 1664, and May 6, 1668, respectively—MS I 
for lute, MS II for lute and viol, and the unnumbered theorbo book, which 
also contains lute pieces. In contrast, the manuscripts of the latter group are 
linked with various women belonging to the family either through marriage 
or by birth, and were copied in Austria (except for a few pieces) in the last 
quarter of the seventeenth century and the first half of the eighteenth.

The tablature books of the first group are linked by their main scribe, who 
copied in his distinctive hand no less than 317 pieces—thus 61 percent of the 
519 contained in the five earliest Goëss manuscripts—without ever leaving a 
clue about his name. In his pioneering study of the collection, Douglas Alton 
Smith described him as “an indefatigable musician who played at least three 
instruments—lute, theorbo and viol—and avidly collected music for them,” 
nicknaming him “Hand Q” (Smith 1982, 463). Tim Crawford suggested 
he might have been the diplomat Johann von Goëss (1610?–1696), whose 
appointment as prince-bishop of Gurk (later becoming a cardinal) caused 
the family to move from the Southern Netherlands to Carinthia (Crawford 
2014). More recently, Rudolf Rasch noticed that the Dutch statesman Johan 
van Reede (1593–1682) shaped in his letter writing the “Z” in a similar way 
as “Hand Q” and proposed to identify him as the prolific scribe, a role for 
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which this Utrecht-based friend of Constantijn Huygens (of whom the only 
extant instrumental work is found in MS Goëss A) seemed to tick all the box-
es, as he played at least the viol and the theorbo (Rasch 2016). Nevertheless, 
Jan Burgers considered this hypothesis as insufficiently substantiated (Burgers 
2016a, 248, fn. 3). 

Indeed, a new and unquestionable candidate has surfaced unexpectedly, 
thanks to the fact that the first count Goëss, Johann Peter (1652–1716), a 
nephew of Cardinal Johann, during his time as an imperial envoy to the 
United Provinces in The Hague (1698–1707), worshipped at the Carmelite 
chapel in the Assendelftstraat, known as the “French church,” together with 
his wife, the lute-playing Countess Marianna von Sinzendorff (1670–1709), 
whom he had married in Rome in 1693. The French missionary priests who 
served the chapel and from whom it took its nickname had the godparents 
and witnesses sign their names in the parish registers if they could write (as 
was done in France, but not in most other European countries), and this al-
lowed me to identify “Q.” Indeed, I was routinely searching for the baptism 
records of Count Johann Peter’s children in the register, when the signature 
of the godfather of “Pierre François Othon,” Johann Peter and Marianna’s 
fifth child, baptized on July 2, 1700, struck me by its familiar look (HGA, 
0377-01, 355, p. 232). 

It read “Pierre baron de Goessen,” a name as-yet unknown to me, 
which then proved to belong to a younger brother of Cardinal Johann 
(Jacksch-Wartenhorst 1932, family tree, plate following 54). Fortunately, the 
Goëss family archive, on deposit at the Kärntner Landesarchiv, preserves some 
documents that enabled me to confirm the hypothesis and to reconstruct the 
baron’s biography. The autograph letters to his cardinal brother—no less than 
101 of them, and one more to his nephew, the first count Goëss—covering 
the period from October 1689 to December 1695 (KLA, 439, D 1), though 
they never address musical matters, proved helpful in identifying his hand-
writing as that of scribe “Q” of the tablature manuscripts.14 A few examples 
from both groups of sources will show it very clearly. More will be given in 
the Goëss-Verzeichnis.

14 I warmly thank Dr. Ing. Peter, Graf Goëss, for having granted me permission to reproduce 
some documents from the family archive and for authorizing the publication of some snippets 
of the letters. I also thank Dr. Bianca Kos for the information she provided about the Goëss 
archive and for her comments about some of my hypotheses.
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II, fol. 40r

A-ETgoëss, Ms…

fol. 192r

KLA, 439, D 1

fol. 18r

A, fol. 30r fol. 26r

II, fol. 34r fol. 26r

II, fol. 19r fol. 26r (“Gülich”)Théorbe, fol. 48r

A, fol. 43r fol. 29rThéorbe, fol. 45r

Fig. 1. Comparison of handwriting between the Goëss tablature and the Kärtner Landesar-
chiv (KLA)

A Biographical Sketch of Pierre, Baron de Goessen

A signature in the French language had thus put me on the trail of Baron 
Pierre, whose family hailed from the Spanish Netherlands and bore the Flem-
ish-sounding surname De Trooch.15 On the other hand, Jacksch-Wartenhorst, 
throughout his inventory and in the aforementioned family tree, adopts the 
German forms of the Christian names for all members of the family, even 
those who remained in the Southern Netherlands. But the cardinal, his broth-
er, and their nephew, the first count, corresponded with each other in French 
and signed their letters as “Jean” or “Pierre,” though on some deeds drawn 
up in German-speaking regions they signed in German as well. Their mother 
tongue, however, might have been Dutch (in its Brabant dialect) as well, and 
Baron Pierre signed several notarial deeds in Dutch and dictated his testament 

15 As far as I know, they seem to have signed their name with the double o (long vowel), though 
it is also spelt De Troch or De Trogh, with short vowel, in archival documents.
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to the notary in this language (see below). The parish and university records 
concerning them preserved in today’s Belgium are in Latin—a language the 
brothers must have mastered thanks to their university education—and do 
not help to decide in this matter. Thus, I have chosen to name the members of 
the De Trooch family in French, as they appear to have done in their private 
correspondence. The names not attested in this language are prefixed with an 
asterisk and their Latin form mentioned at their first occurrence. 

Baron Pierre’s father, also named *Pierre (Petrus) De Trooch, bailiff of 
Liedekerke (Flemish Brabant), had married *Françoise (Francisca) Goossens, 
whose brother *Jean (Joannes), an Oberstwachtmeister and captain in the 
Liechtenstein regiment in 1622, died twelve years later as chamberlain to 
Emperor Ferdinand II and infantry colonel. On June 1, 1632, the emperor 
bestowed on him and his sister’s son the title of baron “â Goossen.” Baron 
Pierre made his will in Leutkirch on March 17, 1633, bequeathing his pos-
sessions in the Spanish Netherlands to his nephew *Antoine (Antonius) De 
Trooch and then to the latter’s brothers Pierre (our “hero”), David, Jean, and 
*Philippe (Philippus). Their younger siblings (two brothers and two sisters, 
only one of whom will play a role in our account) were not mentioned. 

No baptism record survives for any of the brothers, so their dates and 
places of birth cannot be ascertained. Jacksch-Wartenhorst’s genealogical tree 
gives only for Jean the (unsourced) birth year of 1610. As regards Pierre, he 
must have been born around 1619 if his age, as mentioned much later in a 
contemporary obituary, is correct (see below). The five De Trooch brothers, 
all styled “Bruxellensis,” matriculated at Leuven University: David, then a 
minor, as a law student, and *Antoine (Antonius) at Lily College on Novem-
ber 26, 1631; Pierre (Petrus) and *Philippe (Philippus) at the College of the 
Augustinian Canon Regulars, both as “divites minores” (wealthy minors), on 
January 20, 1633; and Jean (Joannes) at the Collegium Trilingue on Decem-
ber 11, 1633 (Rijksarchief te Leuven, 682/1, 25, fols. 116v, 127v and 131r). 

When *Jean de Goossen died in Regensburg on June 9, 1634, *Antoine 
De Trooch succeeded as baron de Goossen, according to his uncle’s will, 
which he followed once more in his own testament, drawn up in Rome on 
October 18, 1636, wherein he named his brother Pierre as his sole heir, with 
the exception of 1000 thalers bequeathed to Jean (Jacksch-Wartenhorst, 10, 
summaries of KLA, 439, B 1, B 2, C 5, C 6). *Antoine died on October 24 
of the same year (ibid., 10, summaries of KLA, 439, C 6 and C 8, and gene-
alogical tree facing 54). 

On September 4, 1645, Jean, then in Vienna, renounced his uncle’s in-
heritance in favor of Pierre, who handed it again to his brother in exchange 
for a yearly allowance of 2400 fl. in a deed they both signed in Passau on 
March 18, 1652. Though the handover included the barony, they hoped that 
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the emperor, in consideration of the services faithfully provided (“treu ge-
leisten Dienste”) and the blood abundantly shed (“vielvergossenen Blutes”), 
would understand the title as extending to both of them (KLA, 439, C 13 
and C 10; Jacksch-Wartenhorst, 10-11). The services probably refer to Jean’s 
lifelong activity as a diplomat, begun in 1646, but it is unclear if the blood 
was shed by both of them, probably on the battlefields of the Thirty Years 
War. Jean’s barony was confirmed on April 20, 1654, by Emperor Ferdinand 
III, who extended it also to his children and heirs (Jacksch-Wartenhorst 1932, 
16: summary of KLA, 439, B 7).

And indeed, Pierre was still styled baron of Goessen on December 12, 
1652, when his nephew Pierre (Petrus) De Gheetere, son of his younger sister 
Elisabeth De Trooch and David De Gheetere, was baptized in Denderhoutem 
(East Flanders). Baron Pierre is named as the godfather, but probably was still 
in Germany, as it was his brother David who held the infant at the font (Ri-
jksarchief te Beveren, BS7, 266 /3, p. 119: “Susc. David de Trogh n. Rmi D. 
Petri Baronis de Goossens”).16 This Pierre De Gheetere was later to become 
the first count Goëss and the sole heir of his uncles Jean and Pierre. He is 
usually known as Johann Peter and thought to have been born in Wambeek 
or Brussels on March 23, 1667, where all searches for his name in the cor-
responding baptism registers have been in vain.17 Jean was appointed as an 
Aulic councilor (Reichshofrat) on September 23, 1652. He took holy orders 
in 1675 and was consecrated prince-bishop of Gurk in Carinthia in the fol-
lowing year, which caused the emperor to extend the barony to two of Jean’s 
cousins, at his own choice: he appears to have selected his nephews Pierre 
and David De Gheetere. On September 9, 1686, Pope Innocent XI named 
him cardinal (Jacksch-Wartenhorst 1932, 16: summaries of KLA, 439, C 56 
and C 58). He continued to fulfill diplomatic missions and died in Rome on 
October 19, 1696.18

Jean’s letters to his brother, whom he addresses as “Mon très cher frère” 
(My most dear brother), show him solicitous about the welfare of his kin, and 
particularly of Pierre, of whom he took care in his testamental dispositions 
to relieve him of business matters not appropriate for his age and health. 

16 David De Trooch stood himself as godfather for his nephew David De Gheetere on March 
11, 1654, and in place of his father, “Petrus De Trogh” the elder at the baptism of Jacoba De 
Gheetere on April 28, 1649. His mother, “Francisca Goossens,” stood as godmother for two 
other De Gheetere children: Maria Anna on February 2, 1651 and Judocus Franciscus on No-
vember 25, 1655 (Rijksarchief te Beveren, BS7, 266 /3, pp. 124, 107, 112, 131).
17 The year 1667 has been checked in the baptism registers of the seven parishes of Brussels, as 
well as of Wambeek and Ternat, without revealing any matching name.
18 For an overview of his career, see for instance Jacksch-Wartenhorst 1932, 12-16 and 
Gschliesser 1942, 263-4.
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The latter, who respectfully addresses the prince-bishop and then cardinal as 
“Monseigneur,” seems to have been a devout man leading a quieter and more 
discreet life, at least from the 1660s. He lived several years in Utrecht, where 
the front flyleaves of the viol manuscripts A-ETgoëss MSS A and B were 
inscribed, respectively, on December 19, 1664, and May 6, 1668, though in 
the former the last piece but two is dated from May 17, 1668 (fol. 76v), im-
plying some overlap in the compilation of both volumes. In each manuscript, 
a few pieces bear earlier dates ranging from February 19 and 23, 1655 (MS 
B, fols. 15v and 16r), to “Roma 1659” (MS A, fol. 43r). The latter suggests 
that he still traveled, perhaps accompanying his brother on his missions, and 
collecting music in the places where he found himself.19 I have not been able, 
however, to find out when he settled in Utrecht and how long he stayed there. 
The siege and occupation of the city by the French (1672 to 1673) could 
provide a possible cause for his moving to The Hague, but this remains purely 
hypothetical. 

In any case, he must have spent at least the last thirty years of his long life 
in The Hague, as he already appears as a witness in notarial deeds of April 1, 
1674, and June 13, 1678, respectively, involving the Austrian resident Dan-
iel Johannes de Crampricht and his chaplain Henricus (Heinrich) Geistler 
(HGA, 0372-01, 485, fols. 159r-159v, signed in Dutch “Pieter B vaen [sic] 
Goessen,” and 487, p. 727, signed in Latin “Petrus Baro de Goessen”).20 On 
August 20, 1679, he was reported as accompanying the same Crampricht to 
Nijmegen, in order to take leave of his brother Jean, who was about to set out 
for Vienna (La Gazette d’Amsterdam, August 22, 1679, p. [4]). This may not 
have been the first time the brothers met there. Indeed, Jean, who attended 
the peace negotiations in Nijmegen from 1676 to 1679, alludes in letters of 
April 1, 1686, and December 23, 1688, to the testament that he drew up 
there in agreement with Pierre (KLA, 439, D 1, fol. 3r: “selon le concert, que 
nous fismes ensemble à Nimegue, dans le testament que j’y fis”). The latter’s 
name is mentioned several times afterward together with Crampricht’s, which 
suggests that he was a well-known personality and perhaps took part in dip-
lomatic activity.21

19 The diary of Bullen Reymes shows that embassies were suitable places for exchanging pieces 
(Goy 1999, 189-91 and 193-5).
20 I heartily thank Jan Burgers for his help in reading and understanding the notarial acts in 
Dutch mentioned in this article.
21 Oprechte Haerlemsche courant, October 10, 1684, December 19, 1686, December 21, 1686, 
October 2, 1687, May 13, 1688, May 15, 1688, each time on p. [2]. According to the same 
gazette (September 26, 1686, p. [2]), all the greats paid him daily their compliments after his 
brother became a cardinal. Pierre’s letter of May 4, 1690, mentions that he learnt from a letter 
sent to Crampricht by the cardinal that the latter had not received their previous letters (KLA, 
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In the letter just mentioned and in a previous one of March 1, 1684, the 
prince-bishop, after referring to his great age and the increasing infirmities 
and illnesses of his brother and himself, explained the content of his new will 
to the latter. With the exception of a total amount of 25,000 fl. bequeathed 
to various members of their family in the Southern Netherlands, Baron Pierre 
would have the usufruct of his goods during his life, but in order to spare 
him the trouble of financial management, the testator had contrived for him 
a yearly allowance of 10,640 fl., corresponding to the interest produced by 
sums placed in several Viennese banks (KLA, 439, D 1, fols. 10r-12r and 
3r-4v; for the will itself, see KLA, 439, C 14), which would suffice to enable 
him, in his own words, to “vivre fort honorablement et faire du bien à qui 
vous voudrez” (live very honorably and do good to whomsoever you want: 
KLA, 439, D 1, fol. 4r).

On April 1, 1697, “Petrus, baron de Goessen” rented a house situated 
on the north side of the Prinsengracht, near the Varkenmarkt, from Jacomo 
Burggraaf, of Rotterdam, through the latter’s proxy Willem van den Broeck, 
lord of Vrijhoeven, for 300 carolus guldens a year, beginning from May 1, 
1697.22 The tenant, who was suffering from the gout (“flerecijn”) and lay in 
his bed, had to sign with a cross, being unable to write.23 His servant Pieter 
Schrijnemeckers witnessed the deed (HGA, 0372-01, 778, pp. 495-7).24 The 
house was thus situated not far from the Assendelftstraat, where the chapel 
of the French Carmelites mentioned above was located: Count Goëss and 
his family may have stayed at his uncle’s house or close to it as long as they 
remained in The Hague. I have not located the baron’s previous address, but 
he must have already lived nearby for some years, as on November 11, 1694, 
he wrote to his brother that “Le R.P. Agatange est retourné en France, je croys 
qu’à présent il est à son couvent à Rouen, c’étoit un bonn [sic] pere qui avoit 

439, D 1, fol. 44r).
22 Burggraaf had previously rented the same house on May 20, 1695, to Hendrick Schollekens, 
usher (“exploictier”) of the courts of justice in Holland and then, on May 30, 1696, to Bertha 
Braemberg, widow of Hendrick Rijhoven, in both cases with the advocates Hendrick Doedi-
jns and Johan Verstraeten as guarantors and main co-tenants (“mede principale huijerders”) 
(HGA, 0372-01, 778, pp. 407-11 and 461-3).
23 In a letter of January 18, 1692, he already states that he was unable to answer his brother’s 
previous letter because of the gout (KLA, 439, D 1, fol. 50r).
24 A Roman Catholic from Gelderland, Pieter Schrijnemeckers became engaged to Johanna 
van Engelen at the town hall on September 9, 1703. They were married on the following 
September 23 at the Roman Catholic church in the Oude Molstraat (HGA, 0351-01, 755, 
fol. 65r, and 0377-01, 325, p. 198). The bride hailed likewise from Gelderland. She had been 
previously engaged at the town hall on October 31, 1700, and married there on the following 
November 14 with the widower Pieter Everaarts, who was buried on September 12, 1702 
(HGA, 0351-01, 755, fol. 16r and 0321-01, 1, fol. 52r).
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beaucoub [sic] d’affection pour moy” (Reverend Father Agatange has gone 
back to France, I believe he is now in his convent in Rouen, he was a good 
father who was very fond of me). Agatange’s signature appears in the baptism 
register of the “French church” from November 11, 1692 to September 26, 
1694 (KLA 439, D 1, fol. 192r; HGA, 0377-01, 355, pp. 132-53). 

“Peter baron van Goessen” was again “sickelijck aens podegra te bedde 
leggende, anders sijn volcome verstant ende uijtsprake wel hebbende en geb-
ruijckende” (lying in bed sick with gout, otherwise wholly enjoying and using 
his understanding and speech) when he dictated his last will and testament 
to the notary Henrick Terbeeck van Coesfelt on December 18, 1700 (KLA, 
439, C 11). As the testator was this time wholly unable to use the quill and 
even to draw a cross as he had done three years earlier, the document was only 
signed by the three witnesses: two Holstein-Gottorpians—the diplomat Ger-
hard Graf von Dernath (1666–1740), here incorrectly called a “camerheer 
van sijn Keiserl. Maj.” (chamberlain of His Imperial Majesty; see Kellenbenz 
1957) and Julius Heyder, a captain in Dutch service25— and Christofle Sie-
benburger, Count Johann Peter’s secretary (as will be seen below) as witnesses. 

Baron Pierre wished to be buried in the church of the Franciscans at Lier. 
His connection with the Friars Minors dated back to 1669 at the latest, as 
on September 12 of that year he had obtained from the vicar general of the 
order permission to be buried in the church of the local Franciscan convent 
wherever he should die. A similar permission was granted to him on April 
5, 1701, this time specifically concerning the church of the convent at Lier 
(both in KLA, 439, C 12; see Hildebrand 1932 for the history of the con-
vent). Two days before, his sister Elisabeth De Gheetere had been buried 
in the Sint-Gummarus church of the same city (Stadsarchief Lier, 442, fol. 
203r). Moreover, her youngest son, Henry (Henricus Franciscus), was a can-
on and then dean of the same Sint-Gummarus church.26

The baron otherwise confirmed his brother’s will by naming his nephew 
“Sijn Extie den Heere Graeff Peter van Goessen” as his sole heir, with the ex-
ception of his possessions in the Spanish Netherlands, which would be passed 
down to his relatives there, who already were usufructuaries thereof. He be-

25 On May 4, 1681, Heyder was engaged to Regina Catharina van Steijnen at the town hall as 
a reformed ritmeester and was styled a “capiteyn” on the baptism of his eldest son on April 22, 
1682, and later a lieutenant in the foot guards of the prince of Orange, and then of the king 
of Great Britain (October 25, 1685 to November 23, 1691; March 2, 1693) (HGA, 0351-
01, 752, fol. 29v, and 0377-01, 318, pp. 58, 84, 97, 115, 134, 151, 174, 187). Unlike most 
of Baron Pierre’s acquaintances, both he and Count Dernath did not belong to the Roman 
Catholic church but were Lutherans.
26 He was born in Denderhoutem on November 26, 1660, and died in Lier on November 2, 
1727 (Rijksarchief te Beveren, BS7, 266 /3, 163; De Ram 1856, 169).
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queathed 1000 ducats to his niece Marianna, born countess of Sinzendorf, 
and 1000 reichsthalers (“rijcxdaelders Duijtsche munt”) to her daughters Jo-
sepha and Eleonora and to any daughter who would be born to the countess 
during the testator’s lifetime, as well as sums to his domestics—100 pattacons 
to Mr. Huet, his priest (“sijne priester”: a private priest or his usual confes-
sor?), 1200 carolus guldens to the aforementioned Pieter Schrijnemeckers, his 
manservant, 1000 carolus guldens to his coachman Jan, 100 ducatons to his 
servant Pieter, and 200 carolus guldens to his anonymous cook. In addition, 
only two persons not belonging to his family or his household received be-
quests. He ordered his heir to have a keepsake made for Cornelis François van 
der Hooch from a piece of silver of about 300 guldens,27 and left to “Monsr 

François Levraij den ouden woonende tot Leyden” (Mr. François Levray the 
elder, living in Leyden) the sum of 1000 carolus guldens. The latter, as will 
be seen below, also contributed to the Goëss tablatures, as well as to anoth-
er manuscript.

On March 20, 1704, “le seigneur baron de Goessen” stood as godfather 
to Pierre Joseph, son of Count Johann Peter and Countess Marianna, but was 
obviously once more plagued by gout, as the baptism record had to be signed 
in his place by “Christofle Siebenburger secretaire de Son Excellence Monsr le 
Comte de Goessen” (HGA, 0377-01, 355, pp. 291-2).

According to a contemporary obituary, “Le baron Goes oncle du comte 
Goes envoyé de l’Empereur, mourut ici la nuit du 8 au 9 du courant, âgé 
de 85 ans” (Baron Goes, uncle of Count Goes, the emperor’s envoy, died 
here [in The Hague] in the night of the 8th to the 9th of this month [Janu-
ary 1705], aged 85): Nouvelles extraordinaires de divers endroits, January 13, 
1705, p. 2; see also Opregte Leydse courant, January 12, 1705, p. [2]). He was 
buried on January 15, not at Lier as he had wished, but in the church of the 
Capucin convent at Kleve (Cleves): this change probably occurred because 
of the ongoing war, as Lier was situated in the Southern Netherlands, then 
still a possession of Spain, with which the United Provinces were at war.28 In 
a manuscript account preserved among other documents in KLA, 439, C 12, 
Dietrich Meckenheim, “guardian” of the Kleve convent, states that he was 

27 Cornelis François van der Hooch was a member (heemraad) of the Groot-Waterschap van 
Woerden (Woerden water board) in 1694-6, 1698-1700, 1702-4 and 1706 (Venema 2016,  
XXIII). He married Eleonora van Duijveland van Rhoon at the town hall of The Hague on 
November 14, 1694 (HGA, 0351-01, 754, fol. 40r). He made his will in ’s Hertogenbosch on 
July 16, 1701 (Stadsarchief ’s Hertogenbosch, 0072, 2740, fols. 170r-172r) and a new one, 
together with his wife, in The Hague on October 27, 1708 (HGA, 0372-01, 1324, No. 78). 
He was buried in the Sint-Jacobskerk in The Hague on January 6, 1712 (HGA, 0321-01, 23, 
fol. 177r, and 0282-01, 76, fol. 104r).
28 About this convent, see Gronen et al., 2012, 674-9. The convent lay at the Stechbahn.
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entombed around 6.30 p.m., before the side altar of the Virgin Mary, situated 
on the left of the high altar, immediately outside the chancel, and that the 
office and Mass of the Dead were celebrated for him on the morning of the 
following day. A news report from The Hague dated January 22, 1705, men-
tions that his house was taken over by Charles Parisot, envoy of the duke of 
Lorraine (Oprechte Haerlemsche courant, January 24, 1705, p. [2]). It is worth 
noting, however, that on February 2, Parisot rented a house situated on the 
North side of the Nieuwe Molstraat: the later date of the deed could mean 
that he soon changed his abode (HGA).

Philippe François Le Vray

Baron Pierre’s bequest to “Monsr François Levraij den ouden” induced 
me to identify the latter in the hope that he could be a musician. And indeed, 
“Philips Franchois Le Vray Bruxellensis, Musicus” matriculated at Leiden 
University on November 14, 1674, allegedly aged thirty, and like Fresneau 
was inscribed honoris ergo (Du Rieu 1875, col. 593; see also Pelinck and Vlam 
1963, 51). Samples of his signature were easily found on various notarial 
documents through the excellent website of the Regionaal archief Leiden. 
Though they provide but few opportunities of comparison with the music 
manuscripts, a few characteristic letters, in particular the capitals L, P, and 
V, allow us to identify his hand beyond any doubt in three tablature sourc-
es: A-ETgoëss Théorbe (forty-one pieces for theorbo and thirteen for lute), 
A-ETgoëss V (five lute pieces), and D-BFb C–ha pract. anh. (two lute accom-
paniments for French songs).

Fig. 2. Signature of Philippe François Le Vray from RAL, 506, 1083, No. 69 (June 22, 
1683).

Fig. 3. A-ETgoëss Théorbe, unnumbered title page1683).
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Fig. 4. A-ETgoëss Théorbe, fol. 1r

Fig. 5. A-ETgoëss Théorbe, fol. 9v

Fig. 6. A-ETgoëss, V, fol. 43v

According to the age given in the university register, Philippe François 
would have been born around 1644. No corresponding entry can be found in 
the Brussels baptism registers. However, a Franciscus, son of *Philippe (Philip-
pus) Levray and Susanna Lubbel or Le Bel, was baptized at Notre-Dame de la 
Chapelle on December 16, 1638 (AVB, R.P. 338, fol. 217r).29 No records for 
the baptism or marriage of his parents are found in the parishes of Brussels, 
but his parents were both buried in Notre-Dame de la Chapelle: “Susanna 
Le Bel” on December 12, 1662, and “Philippus Le Vraÿ” on June 13, 1669 
(AVB, RP 428, fols. 117 r and 173v). Besides, “Susanna Le Belle” stood god-
mother to Arnoldus, son of Jean-Baptiste Le Vray and Maria Van der Borcht, 
on October 30, 1652, though the degree of kinship between Jean-Baptiste 
and Philippe Levray remains unknown (AVB, RP 303, fol. 382r).

The date and place of Philippe François Levray’s marriage with Pétro-
nelle Istas, as she herself signs her name (RAL, 506, 1346, No. 51, February 

29 The name of his mother seems to read Lubbell in his baptism record but is spelt respective-
ly Lubbel and Le Belle in those of François Le Vray’s elder siblings *Isabelle Judith (Isabella 
Judith) and *Louis (Ludvicus), who were baptized at the same church on May 1, 1634, and 
August 14, 1636 (AVB, R.P. 338, fols. 72v and 145v).
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12, 1705), as well as the bride’s parentage, remain unknown, as no marriage 
record survives in any of the places where the musician is known to have 
lived—Brussels, Utrecht, and Leiden.30 Three Levray children at least where 
baptized in Utrecht at the Roman Catholic mission served by the Hermits of 
Saint Augustine and at the time probably situated in the Hieronymus-steeg. 
Their baptism records have survived thanks to a copy made in the eighteenth 
century by Fr. Lucas van Crombrugghe, OESA (1713?–1777; see Keelhoff 
1864, p. 266) after a small register (“libellus”) of Pater Hieronymus van Hove, 
including the years 1663 to 1671 (HUA, 711, 63, fols. 83v-86v). Crom-
brugghe feared with reason that the names could become lost because of the 
great age of the booklet, which is indeed no longer extant, and states that he 
did not find any older baptism register (ibid., fol. 2r). He probably copied 
his model as accurately as possible but seems not always to have understood 
what he read, as some entries are hardly intelligible. Such is the case with the 
first entry concerning Levray (August 25, 1666; ibid., fol. 84v), which reads 
“filius filius Leveraij pationus e baron de Goes etcra.” It could mean “Filippus 
filius Leveraij. Patrinus est baron de Goes etc.,” but on one hand the names of 
the godparents, when they are recorded, are always introduced by “susceptor,” 
“susceptrix,” or “suscepit,” and on the other hand it remains doubtful if the 
child’s name has not been replaced by the first “filius.” In any case, we have a 
proof that Levray and the baron de Goessen were acquainted as early as 1666 
and probably still earlier. If the latter actually stood as godfather, it would be 
as far as I know the only instance where he would have done so to a child not 
belonging to his own family. Besides, it must be noted that, whereas other 
parents are designated not by their names but only by a generic term such as 
their trade or origin (which also occurs in other Roman Catholic registers of 
Utrecht in the same years), the father’s surname (but not the mother’s) is here 
explicitly mentioned, which may indicate some renown. Two more children 
were baptized in the following years: a daughter, Antonia, on June 7, 1668, 
and Joannes Baptista Franciscus on December 26, 1670 (ibid., fols. 85r and 
86r). The latter matriculated at Leiden University on February 13, 1697, as 
“Jan Baptista François Le Vray Lugduno-Batavus,” aged twenty-five, in fact 
twenty-six (Du Rieu 1875, col. 744; Pelinck and Vlam 1963, 51).

Already on February 3, 1676, a “Petrus Philippus Le Vray Ultratrajecti-
nus” had done the same at the faculty of letters of Leiden University (Du Rieu 
1875, col. 601; Pelinck and Vlam 1963, p. 51). Allegedly aged fourteen, he 
was thus probably born in Utrecht in 1661, which would situate the marriage 

30 In some Leiden documents her surname appears in its Dutch version: Staes. Whether Le 
Vray’s wife must be identified with the Petronella Staes who was baptized at Saint-Géry church 
in Brussels on April 18, 1638, remains doubtful (AVB, R.P. 252, fol. 62v).
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of his parents around 1660. He may be the man who married *Marie Philip-
pine (Maria Philippina) Anteunis at Saint-Michel-et-sainte-Gudule in Brus-
sels on June 24, 1701. In the baptism records of two of his children—*Mad-
eleine Françoise (Magdalena Francisca, March 8, 1705) and *Emmanuel 
Pierre Joseph (Emmanuel Petrus Josephus, February 24, 1706)—he is styled 
a chamberlain of Elector Maximilan-Emanuel of Bavaria. *Anne Philippine 
Urbaine (Anna Philippina Urbana, January 2, 1707) and *Pierre Urbain 
(Petrus Urbanus, May 30, 1708) respectively had for godmothers Anna Ma-
ria Le Vray and Maria Antonia Le Vray: the latter could possibly be identified 
with the child baptized in Utrecht on June 7, 1668 (AVB, R.P. 140, fol. 193r; 
R.P. 104, fol. 38v, 71v, and 108r; R.P. 191, fol. 5r).

Only nonmusical activities are recorded before Le Vray’s arrival in Leiden. 
On April 4, 1672, Duke Albrecht of Saxe-Gotha-Altenburg (1648–1699), 
later reigning duke of Saxe-Coburg, then colonel of an infantry regiment in 
the service of the United Provinces, appointed François Le Vray as his repre-
sentative to collect the pay of his companies and as his proxy in all his affairs 
in case of absence (HUA, 34-4, 635, No. 6, fols. 6r-7r). Several procurations 
were issued before Utrecht notaries to empower various persons to recover 
unpaid debts made by Le Vray in 1673 and 1674, sometimes after several 
years (HUA, 34-4, 648, No. 24 [June 18, 1678], 34-4, 466, No. 47 [April 
27, 1675], and 34-4, 618, No. 82 [October 10, 1680]), corresponding to 
promises to pay respectively dated August 16, 1673, October 24, 1674, and 
October 26, 1674; the earliest of them shows that he stayed in Utrecht during 
the French occupation (June 13, 1672 to November 13, 1673). In another re-
cord, Rudolf van Arckel, lord of Broeckhuijsen, stands guarantor for Le Vray 
regarding a debt toward Louis La Borde, merchant of French articles (“coop-
man van France waren”) made on October 27, 1674 (HUA, 34-4, 636, No. 
216, September 1, 1675)—likewise, much later, a wine merchant of Leiden 
would complain not to have been paid by Le Vray (RAL, 0506, 923, No. 4, 
September 3, 1694). The latter appears thus to have left Utrecht for Leiden 
only toward the time of his inscription at the university on November 14 of 
the same year. He resided in the house of the commandery of Sint-Pieter in 
the Kloksteeg, near the Pieterskerk (Pelinck and Vlam 1963, 51). He seems 
to have begun to add his father’s first name before the one received at his 
baptism only when he entered the university.

His son Charles, or Carel, must still have been born before the family 
settled in Leiden, as he matriculated on March 3, 1695, as “Carolus Le Vray 
Ultratrajectinus, musicus Academiæ.” If the age of twenty given by the uni-
versity register may be trusted, he would have been born between March 3 
and the beginning of November 1674. As regards his styling as “musician of 
the Academy,” he had been appointed as “ordinary musician of this univer-
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sity” in 1693, and remained in office until his death in April 1747, though 
from 1742 on, illness hindered him from performing his duties (Du Rieu 
1875, col. 735; Pelinck and Vlam 1963, 51-4). His predecessor in the office 
had been Johan Hendrik Weysenbergh, later known as Henricus Albicastro 
(Pelinck and Vlam 1963, 50). 

Two more children were born in Leiden to Philippe François Levray and 
his wife and were baptized at the Roman Catholic church at the Kuipersteeg 
(RAL, 1004, 298A, fols. 19r and 23r). On November 14, 1677, Joannes 
Baptista had for godfather a certain Joannes Levray, possibly his seven-year-
old brother. Philippus Franciscus, baptized on March 28, 1681, matriculated 
at the university on November 9, 1701, as “informator in musicis” (Du Rieu 
1875, col. 767; Pelinck and Vlam 1963, 51). The baron de Goessen must 
have been aware of the young man’s activity as a musician when he made his 
testament four months earlier, and thus had to make sure that his bequest 
was intended to the elder Philippe François by speaking of “François Levraij 
den ouden.”

On March 20, 1680, Le Vray made a blank procuration in order to take 
the oath of loyalty to the prince of Vaudémont, who had approached him as 
bailiff, lieutenant of the fiefdom, and mayor in Wavre and the seigneury of La 
Pierre, an office soon to be vacant because of the illness of the present holder. 
How Prince Charles-Henri de Vaudémont (1649–1723), an illegitimate son 
of the late Duke Charles IV of Lorraine by his mistress Béatrix de Cusance, 
who was both a general in Spanish service and a lover of the arts, had been 
acquainted with Le Vray remains a mystery (see Collin 2005 for a biograph-
ical sketch). In any case, the latter’s way of (not) fulfilling his duties did not 
satisfy the prince: on December 4, 1685, Mathieu La Gorge, the prince’s head 
treasurer in Brussels, wrote a letter to be delivered to Le Vray through a notary 
of Leiden (where it was received on December 15), stating that the baillif had 
stayed no more than two or three months in Wavre since his appointment, 
and giving him formal notice of taking himself there within the next two 
weeks and really abiding there, under threat of dismissal (RAL, 506, 1329, 
No. 10, and 1402, No. 74). 

On January 10, 1690, Le Vray stood godfather “loco alterius” (in place of 
another) to the daughter of the master tailor Jan van Iemen and Joanna van 
Swedenrijck (RAL, 1004, 298A, fol. 36v; the father’s trade is mentioned in 
his marriage contract, RAL, 506, 1014, No. 82). 

During the 1690s, Le Vray wrote down pieces in two of the manuscripts 
mentioned above. In A-ETgoëss MS V, his hand appears after those of Julien 
Blouin, who began the volume in Rome in 1693 for Marianna von Sinzen-
dorf and/or her husband Count Peter von Goëss, and of a Viennese lute 
teacher who might well be the imperial court lutenist Andreas Bohr (1663–



New Discoveries about ... Lutenists in the Dutch Republic 81

1728): thus his contribution postdates Count Peter’s arrival in The Hague as 
imperial envoy in 1698 (Crawford 1990, 10-11; see also Goy, forthcoming). 
The other manuscript, D-BFb C–ha pract. Anh., belonged to another inhab-
itant of The Hague, Amélie Louise, countess of Hornes. She was baptized at 
the Walloon church of The Hague on August 19, 1665, married count Louis 
of Nassau-Saarbrück at the Grote Kerk on April 11, 1694, and died in 1728 
(HGA, 0377-01, 307, p. 231; HGA, 0377-01, 44, fol. 31r; Goethals 1849-
52, vol. 3). This little-studied collection of vocal and lute music is probably 
contemporary with another similar source with the same owner, D-BFb C-ha 
60, dated 1699, but which includes an excerpt from André Campra’s Hésione, 
first staged on December 21, 1700.

The Livre contenant diverses pieces de theorbe des plus illustres maistres de 
ce temps (A-ETgoëss Théorbe), the main source in Le Vray’s hand, which 
alternates therein with that of Pierre de Goëssen, probably dates from the 
1670s or early 1680s, in any case not before 1673. It contains indeed an 
arrangement of the “Marche des sacrificateurs” from Lully’s Cadmus et Her-
mione, first presented on April 27, 1673. The first Dutch edition of the li-
bretto appeared in The Hague in 1680 and was followed by several more, 
and instrumental selections in partbooks were published in Amsterdam by 
Jean-Philippe Heus in 1682 and after 1687 by Antoine Pointel (Schneider 
1981, 209-10 and 220). Both editions include the piece that was also copied 
by Le Vray who, however, may have received it already arranged for theorbo. 
As regards the latest possible date, the cardinal mentions in a letter of April 1, 
1686, that the baron was incommoded by various unspecified diseases (KLA, 
439, D 1, fol. 8v); later, gout hindered him sometimes from holding a quill, 
as seen above, but he was able to write until the end of 1695, at least. One 
should note, too, that when compared with the earlier tablature manuscripts 
on one hand, and with the baron’s letters from the 1690s on the other hand, 
some capitals in the titles of the theorbo book—B, P, and R with the stem 
sticking out of the stroke, and also G—more closely match the latter than the 
former. Perhaps the baron’s declining health did not impact too much upon 
his musical practice.

A-ETgoëss Théorbe consists of two sections, the larger one (up to fol. 71) 
for theorbo, the other (fols. 72-91) for the lute. In the theorbo section Le Vray 
filled in fols. 1v-37v, 57v-59r and 70v-71r, while the hand of the baron, apart 
from a piece added on the blank staves of fol. 19r, appears on fols. 38r-56v. 
In the lute section Le Vray likewise copied on fols. 74v-89r pieces in G major 
and E minor, all of which were published in Denis Gaultier’s Pièces de luth sur 
différents modes nouveaux, while the baron added more pieces where he could 
(fols. 72r-73r, remaining staves of fol. 86r, and fols. 89v-91v). Fols. 59v-70r, 
as well as a few other pages here and there, were not used at all. It is unclear 
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if Le Vray’s contribution was written down in one go, leaving blank pages for 
further additions, or if he worked in turns with the baron, who would have 
sent back the volume to him after having filled in fols. 38-56. After the last 
theorbo piece Le Vray added a note: “Je verray de vous envoyer dans quelque 
temps d’icy une suitte a cette gigue Monsieur, afin qu’elle soit accompagnée” 
(I’ll take care to send you in some time hence a suite for this gigue Sir, in or-
der that it be accompanied), suggesting his sending of single pieces in a letter 
or through a messenger, a practice previously recorded, for instance, in Bullen 
Reymes’s diary (Goy 1999, 188). Perhaps the pieces in the baron’s hand were 
obtained in this way.

Le Vray did not receive the 1000 carolus guldens bequeathed to him 
by the baron de Goessen, as he died a few weeks before the latter. He was 
buried on December 3, 1704, in the churchyard of Oegstgeest, near Leiden. 
His widow Pétronelle Istas and his son Carel (Charles) were also to be buried 
there on July 20, 1706, and April 18, 1747, respectively (RAL, 501A, 2064, 
fol. [75r] and [81v], and 2066, fol. [29r]).

After this biographical survey of Le Vray, let us now revert to the tabla-
ture sources in his hand to discuss an aspect that might have bearings on his 
biography. He notes right-hand fingerings in a singular way, with a horizontal 
instead of a vertical dash for the thumb, placed either under a single letter or 
to the right of the relevant letters of a chord. For the index and middle fingers, 
he uses the customary dots (one or two), but places them also on the right of 
the letters of a chord. Besides, on the last bar of the strains of some courantes, 
the stem of the half note is crossed halfway by a convex arc, meaning that 
it is tied with an eighth note. Finally, the frequent notation of the eleventh 
course of the lute with ////a and not 4 (though Le Vray uses the latter, as well 
as 5 and 6, in the theorbo pieces) may seem unusual in sources from the last 
quarter of the seventeenth century.

All or some of these features are found together in a few other sources, 
but in none more consistently and systematically than in D-Rp AN 62. This 
manuscript may be dated from 1670 after the excerpts from Lully’s ballets 
found therein. It contains, in particular, almost the whole known output of 
Henry de Launay (or Henry Hangoulvan de Launay, as he himself sometimes 
signs his full name), who also proves to be the main scribe, thanks to the 
comparison of the titles in the manuscript with his signature in various parish 
records.31 Launay was born in Paris in 1621 from a dynasty of locksmiths. 

31 The following biographical sketch of Launay is summarized after my still unpublished re-
search conducted for an edition of the Regensburg manuscript, which should have been pub-
lished by Tree Edition, but was never completed for various reasons. I hope to publish the 
results of this research later.
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Around 1640 he married Marguerite Levray (d. 1662), who bore him several 
children, first in Paris and then in Orléans, where he settled with his family in 
or before 1656. There he taught not only the lute, but also mathematics and 
French, undoubtedly to foreign students of the local university. His name ap-
pears in the registers of various parishes of Orléans until 1680, but no burial 
record could be found. 

Rereading my unfinished text about the Regensburg manuscript while 
writing the present article, I was struck by a fact I had never noticed before: 
on April 23, 1658, Marie, daughter of “honnorable homme Henry d’An-
goulvent dict de Launay bourgeois de Paris et de dame Marguerite Le Vray sa 
femme,” had for her godfather a mysterious “noble homme François Le Vray,” 
whose signature, consisting of the surname only, if not perfectly identical to 
the known samples of that of Philippe François Le Vray, the earliest of which 
dates from 1679, neither is totally unlike them:

Fig. 7. From left to right: Archives municipales d’Orléans, GG 716, fol. 265v (April 23, 
1658); RAL, 506, 1083, No. 69 (June 22, 1683).

Marie de Launay’s godfather may of course have been a relative of 
Launay’s wife (whose parentage remains unknown), and a mere namesake of 
the lute-playing François Le Vray. Should they prove to be one and the same 
person, however, that would explain how Launay’s notational idiosyncrasies 
spread farther north. In this case Le Vray, then aged twenty, might have stud-
ied law at the university—foreign students occasionally appear as godfathers 
in the same parish register where this entry is found—and he would not 
necessarily have been related to Marie Levray. Styling him as “noble homme 
François Le Vray” does not seem inconceivable. Indeed, we have seen that, 
just like the aforementioned Weissenburg/Albicastro, he was not just a mu-
sician, but he also moved in the higher spheres of society: in addition to him 
being acquainted with the baron de Goessen for at least thirty-eight years, 
both the duke of Saxe-Coburg and the prince of Vaudémont had selected 
him for important charges (that, in the second case, he did not perform his 
duty as he should have done is another matter). Moreover, André Bertho, 
canon of the collegiate church Saint-Pierre at Liège (see Poncelet 1906, p. L), 
chose him as proxy on February 3, 1683 (RAL, 0506, 1083, No. 69, June 22, 
1683). Besides, he was baptized as François, and as we saw he appears to have 
added his father’s Christian name to his own from 1674 on. 
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One or another feature of Launay’s notation are found with a few oth-
er scribes. In E-Szayas MS A-XII-3, the third hand-notated thirteen pieces, 
including ten by Launay, notated by a third hand, are all concordant with, 
and perhaps even copied from, D-Rp AN 62. This scribe dispenses with fin-
gerings but uses Launay’s typical shorthand for the half notes tied with an 
eighth note. Moreover, the notation a for the right thumb occurs in seven 
pieces in F sharp minor by Denis Gaultier inscribed in A-ETgoëss MS I by 
Pierre, baron de Goëssen, and thus possibly obtained through Le Vray. Last, 
an unidentified guitar master active in England in the late 1680s and 1690s 
also uses Launay’s manner of notating right-hand fingerings, although very 
seldom (Hall 2010, see ill. 5-7, pp. 23-4; the same hand also appears, with 
the same notational idiosyncrasies, in GB-Ob MS Mus. e. 4332). Let us say at 
once that his handwriting does not resemble Launay’s at all, and that there is 
nothing to substantiate the hypothesis of a connection between the lutenist 
of Orléans and the guitarists named Delawny, Deloney, and Delloney men-
tioned by Hall (2010, 20). 

In comparison with the lives of the other lute players and teachers active 
in the United Provinces in the second half of the seventeenth century, those 
of the three men to which the present study is devoted are very well docu-
mented. Another article, to be published in a later issue of this journal, will 
deal with occasional archival finds about several other lutenists and dancing 
masters who worked in the Dutch Republic at the same time, but whose lives 
cannot be reconstructed with much detail, as well as with some contemporary 
sources of Dutch origin, all of which are now preserved abroad.

Archival Sources33 

Most of the archival documents below are identified by an abbreviation 
of the repository, followed usually by two alphanumeric elements: the fonds 
to which each belongs, and the precise file or item within the fonds. For the 
sake of brevity, the introductory terms found in the finding aids (e. g., be-
standnummer, inventaris nr, etc.) have been omitted. In the bibliography a 

32 I thank Caroline Lesemann-Elliott for having introduced this manuscript to me, which she 
was studying for her Ph. D. (email to the author, October 20, 2021).
33 Direct links to the relevant finding aids (enabling access to the digital copy of the source 
when there is one) have been in the reference of each archival source listed here. For the Bel-
gian parish registers (here from Archives de Bruxelles, Rijksarchief te Beveren and Stadsarchief 
Lier), the links are directly to the digitized registers on the website Sources généalogiques – Ge-
nealogische bronnen (https://genealogie.arch.be/), which requires to create a free account in 
order to display the images. Readers using a printed version of this article should consult the 
electronic copy of the Journal on the LSA website to access the linked documents.
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simplified hierarchical presentation has been chosen for archival sources, and 
links to the finding aids are provided, enabling the reader both to place the 
documents in their archival context and, for most of those referred to, to 
access the digital copies.

Archives de la ville de Bruxelles
RP-Collection of parish registers

104	 Parish of Saint-Michel et sainte-Gudule, baptisms, January 1st, 
1704-September 5, 1710

140	 Parish of Saint-Michel et sainte-Gudule, banns and marriages, February 27, 
1695-January 1705

191	 Parish of Sainte-Catherine, baptisms, April 22, 1708-October 23, 1711

252 	 Parish of Saint-Géry, baptisms, June 19, 1633-December 31, 1639

303	 Parish of Saint-Jacques sur Coudenberg, baptisms, July 4, 
1636-December 27, 1652

338	 Parish of Notre-Dame de la Chapelle, baptisms, March 26, 
1632-January 2, 1642

428	 Parish of Notre-Dame de la Chapelle, burials, December 1st, 
1647-February 27, 1692

Archives départementales du Loir-et-Cher (Blois)
E-DEPOT-Archives deposited by some municipalities

232/1	Salbris, baptisms, May 1610–1628 and 1632–July 1644

Archives municipales et métropolitaines d’Orléans
GG-Cults

716	 Parish of Saint-Liphard, baptisms and marriages, 1573–1685 

AVB see Archives de la ville de Bruxelles

HGA — Haags gemeentearchief (The Hague)
0282-01-Consistory of the Dutch Reformed congregation of The Hague

76	 Register of the tombs in the Grote of Sint Jacobskerk, 1626–1728

0321-01-Town secretary as collector of the taxes on marriages and burials
1	 Register of taxes collected on marriages of the 1st to the 4th class, November 17, 

1695–September 1708	

23	 Register of taxes collected on burials of the 1st to the 4th class, April 1699–
November 19, 1722

https://genealogie.arch.be/541/541_9998_998_00104_000/0_0001_r
https://genealogie.arch.be/541/541_9998_998_00140_000/0_0001_r
https://genealogie.arch.be/541/541_9998_998_00191_000/0_0001_r
https://genealogie.arch.be/541/541_9998_998_00252_000/0_0001_r
https://genealogie.arch.be/541/541_9998_998_00303_000/0_0001_r
https://genealogie.arch.be/541/541_9998_998_00338_000/0_0001_r
https://genealogie.arch.be/541/541_9998_998_00428_000/0_0001_r
http://archives.culture41.fr/ark:/57457/vta5331dbb6221e3/daogrp/0/1
https://archives.orleans-metropole.fr/ark:24625/s0059f3516a05615/59f3516a069bd.fiche=arko_fiche_603d38fb71df8.moteur=arko_default_603e556446db4
https://hdl.handle.net/21.12124/26BD80C068F44312AD162A6EAC535C8B
https://hdl.handle.net/21.12124/098F5BDB71E240A19E6A4ACD9058E624
https://hdl.handle.net/21.12124/FB65BE087E56434582DC3F08158CB268
https://hdl.handle.net/21.12124/6733A6E52599457BA0B32A426E9720B0
https://hdl.handle.net/21.12124/491BECB87C944F2EAE149F372835DDF0
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0351-01-Judicial archives of The Hague
752	 Register of betrothals, March 1680–July 1686

754	 Register of betrothals, January 1693–1699

755	 Register of betrothals, 1700–7

0372-01-Notarial archive of The Hague, 1597–1842
485	 Minutes of notary Willem van Millert, 1673–4

487	 Minutes of notary Willem van Millert, 1677–February 1679

778	 Minutes of notary Harman Borsman, 1689–June 1710	

1324	 Minutes of notary Henrick Wegewaert, 1708–9

377-01-Registers of baptisms, marriages, and burials of The Hague, Scheveningen, 
and Loosduinen

44	 Dutch Reformed congregation. Grote of Sint-Jacobskerk. Betrothals, January 
11, 1693–1699

307	 Walloon Reformed congregation. Baptisms, October 15, 1618–November, 1685	

318	 Lutheran congregation. Baptisms, 1677–January 20, 1707

325	 Roman Catholic church. Church in the Oude Molstraat. Baptisms and 
marriages, 1680–1706	

355	 Roman Catholic church. Chapel in the Assendelftstraat. Baptisms, March 7, 
1685–April, 1710

HUA — Het Utrechts archief (Utrecht)
34-4-Notaries of the city of Utrecht, 1560–1905

466	 Protocol of notary Simon van den Aelpoel, 1655–97

618	 Protocol of notary Frederick van Merkerck, 1679–81

635	 Protocol of notary Wolfard Zwaerdecroon the younger, 1672–3

636	 Protocol of notary Wolfard Zwaerdecroon the younger, 1674–5

648	 Protocol of notary Adriaen Houtman, 1678

711-Registers of baptisms, marriage, and burials of the city of Utrecht, 1543–1811
63	 Roman Catholic mission of the Jeruzalemsteeg, later Sint Martinuskerk in the 

Herenstraat (first Augustinian mission). Baptisms, 1663–71 and 1689–1811, 
marriages, 1690–1738, burials, 1690–1736

KLA — Kärntner Landesarchiv (Klagenfurt)
439

B 1	 Promise to pay 8000 fl. by the city of Iglau to Johann de Gossens, 
Obristwachtmeister and captain of the Liechtenstein regiment, August 4, 1622

B 2	 Emperor Ferdinand II grants Joannes à Goossen and his sister’s son the barony, 
June 1st, 1632

https://hdl.handle.net/21.12124/F222EC36B53D47B28A538C9DD508E158
https://hdl.handle.net/21.12124/19BB02C1E76F4568BCB0D4ED6C325080
https://hdl.handle.net/21.12124/AF85713D26FC4D8FB9B70D2F67A80F07
https://hdl.handle.net/21.12124/5628E0E9ED8E4406B8ED783321FE9DAB
https://hdl.handle.net/21.12124/9B66A2E3FBA146BFA616BC6A4F8699B2
https://hdl.handle.net/21.12124/296DE1E2DF8A47EC82BA26E98FEEB2AA
https://hdl.handle.net/21.12124/675DCA83FB724DC3AC5DEE90F3EE5396
https://hdl.handle.net/21.12124/50A37B75A950417CB46EDCC6C54440EE
https://hdl.handle.net/21.12124/ED8D517AB4A94A499CCE7C445410356D
https://hdl.handle.net/21.12124/A160E0050B8D47A791FC326D23CC5666
https://hdl.handle.net/21.12124/4AA931B33F8D40ECBAEAB8EE592CBD5D
https://hdl.handle.net/21.12124/0652DB5A98BF418EBF8651140D6F562B
https://hdl.handle.net/21.12124/8DB49A19F9774C689DF01F28FC0B31AA
https://hdl.handle.net/21.12124/578D0FA2571E43E4AE7A6E0A4BEED758
https://hdl.handle.net/21.12124/1E9431E4E77049F293A13EE5E84BCEAA
https://hetutrechtsarchief.nl/collectie/609C5BA4A1024642E0534701000A17FD
https://hetutrechtsarchief.nl/collectie/609C5BB0E57A4642E0534701000A17FD
https://hetutrechtsarchief.nl/collectie/609C5BB0EB844642E0534701000A17FD
https://hetutrechtsarchief.nl/collectie/609C5BB0EB9C4642E0534701000A17FD
https://hetutrechtsarchief.nl/collectie/609C5BB0EB9D4642E0534701000A17FD
https://hetutrechtsarchief.nl/collectie/609C5BB0EBAC4642E0534701000A17FD
https://hetutrechtsarchief.nl/collectie/609C5B9E030E4642E0534701000A17FD
https://hetutrechtsarchief.nl/collectie/609C5B9DFCDB4642E0534701000A17FD
https://landesarchiv.ktn.gv.at/klais/objekt.jsp?id=25250
https://archive.org/details/archivalienzurnev2p1wien/page/10/mode/1up?view=theater
https://archive.org/details/archivalienzurnev2p1wien/page/10/mode/1up?view=theater
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C 5	 Testament of Joannes de Goosen, Leutkirch, March 17, 1633

C 6	 Burial and foundations of Joannes, baron of Gooss, at the church of the 
Carmelites in Straubing, June 9, 1634

C 8	 Testament of Antoine de Trooch baron de Goosen, Rome, October 18, 1636

C 10	 Transfer by Peter von Goossen to his brother Johann of the inheritance of their 
uncle Johann, Passau, March 18, 1652

C 11	 Testament of Peter, baron van Goessen, The Hague, December 18, 1700

C 12	 Documents concerning the death and burial of Pierre, baron de 
Goessen, 1669-1705

C 13	 Renunciation by Johann De Trooch to the inheritance of his uncle Johann in 
favor of his brother Peter, Vienna, September 4, 1645

C 14	 Testamentary dispositions of cardinal Johann von Goëss, 1683-9 (10 items)

C 56	 Extension of bishop Johann von Goëss’ barony to two cousins to be chosen by 
himself, Laxenburg, June 2, 1677

C 58	 Cardinalship granted to Johann von Goëss, Rome, 1686-7

D 1	 Correspondance in French between Jean, prince-bishop of Gurk, and his brother 
Pierre, baron de Goessen, 1683-95

RAL — Regionaal archief Leiden
0501A-Archives of the city of Leiden, 1601–1805, 1811–1814

1323	 Register of persons buried in Leiden, January 28, 1657–April 1, 1667

2064	 Register of revenue arising from burials outside of the city, 1684–1707

2066	 Register of revenue arising from burials outside of the city, 1733–1769

0506-Old notarial archives of Leiden, 1564–1811
650	 Minutes of the notary Frans Doude, 1648

658	 Minutes of the notary Frans Doude, 1656

755	 Minutes of the notary Arendt Joachimsz. Raven, 1649

775	 Minutes of the notary Arendt Joacimsz. Raven, 1664 (II)

923	 Minutes of the notary Pieter Geeraers van Tielt, June 1694–1698

938	 Minutes of the notary Nicolaes van der Bouchorst, February 1657–1660

1014	 Minutes of the notary Lambertus van Swieten, 1687

1083	 Minutes of the notary Adriaen Pietersz. den Oosterlingh, 1683

1329	 Minutes of the notary Casparus van Sonderen, 1680–March 1681

1346	 Minutes of the notary Johan De Blaeuwen, 1704–7

1402	 Minutes of the notary Jacobus Boeckweyt, 1685

0511A-Consistory of the Dutch Reformed congregation of Leiden, 1347–2004
103	 Diary of the churchwardens, 1669–72

https://archive.org/details/archivalienzurnev2p1wien/page/10/mode/1up?view=theater
https://archive.org/details/archivalienzurnev2p1wien/page/10/mode/1up?view=theater
https://archive.org/details/archivalienzurnev2p1wien/page/10/mode/1up?view=theater
https://archive.org/details/archivalienzurnev2p1wien/page/10/mode/1up?view=theater
https://archive.org/details/archivalienzurnev2p1wien/page/11/mode/1up?view=theater
https://archive.org/details/archivalienzurnev2p1wien/page/11/mode/1up?view=theater
https://archive.org/details/archivalienzurnev2p1wien/page/11/mode/1up?view=theater
https://archive.org/details/archivalienzurnev2p1wien/page/11/mode/1up?view=theater
https://archive.org/details/archivalienzurnev2p1wien/page/16/mode/1up?view=theater
https://archive.org/details/archivalienzurnev2p1wien/page/16/mode/1up?view=theater
https://archive.org/details/archivalienzurnev2p1wien/page/17/mode/1up?view=theater
https://www.erfgoedleiden.nl/collecties/archieven/archievenoverzicht/details/NL-LdnRAL-0501A/withscans/0/findingaid/0501A/start/0/limit/10/flimit/5/filters:ead.eadheader.eadid/NL-LdnRAL-0501A
https://www.erfgoedleiden.nl/collecties/archieven/archievenoverzicht/file/1da5b6244a5837b383131dcc5ba7cb36
https://www.erfgoedleiden.nl/collecties/archieven/archievenoverzicht/file/1dfce6438fcd37d7b2c1637a98299ea7
https://www.erfgoedleiden.nl/collecties/archieven/archievenoverzicht/file/0a9c05b1b4f838de8461c41590baddb4
https://www.erfgoedleiden.nl/collecties/archieven/archievenoverzicht/details/NL-LdnRAL-0506/keywords/findingaid/0506
https://www.erfgoedleiden.nl/collecties/archieven/archievenoverzicht/file/59ffd06719303443806d71e559c02765
https://www.erfgoedleiden.nl/collecties/archieven/archievenoverzicht/file/e0a029ff022d35568c9eebfc35acf6bd
https://www.erfgoedleiden.nl/collecties/archieven/archievenoverzicht/file/b831e04eeb903c15b15124e13dd9e0a4
https://www.erfgoedleiden.nl/collecties/archieven/archievenoverzicht/file/22228debf3c53388a6018a1f48877bc3
https://www.erfgoedleiden.nl/collecties/archieven/archievenoverzicht/file/1590a615c6ea36ca9103994179ce6212
https://www.erfgoedleiden.nl/collecties/archieven/archievenoverzicht/file/94f8d2e089f834918ab26158ec3cce4f
https://www.erfgoedleiden.nl/collecties/archieven/archievenoverzicht/file/9d8626f2af05309c8e95d952a03e624a
https://www.erfgoedleiden.nl/collecties/archieven/archievenoverzicht/file/ea0b422ad6813ded8b7a980b6d0625fd
https://www.erfgoedleiden.nl/collecties/archieven/archievenoverzicht/file/b2fc84aa9edc367c94e8afa086053d78https:/www.erfgoedleiden.nl/collecties/archieven/archievenoverzicht/search/list/withscans/0/findingaid/0506/file/1329/start/0/limit/10/flimit/5
https://www.erfgoedleiden.nl/collecties/archieven/archievenoverzicht/file/d75a41273b7d3f19986ba559a8de76f7
https://www.erfgoedleiden.nl/collecties/archieven/archievenoverzicht/file/c1e66c5b40e63f11b7ef9eefe1f111e9
https://www.erfgoedleiden.nl/collecties/archieven/archievenoverzicht/details/NL-LdnRAL-0511A/
https://www.erfgoedleiden.nl/collecties/archieven/archievenoverzicht/file/7d2ca8b11bca3c628670a3f1aabbf376


Journal of the Lute Society of America88

0518-Archive of the Chamber of Orphans of Leiden, (1343) 1397–1860 (1866)
246	 Book of tutors, August 13, 1655– June 29, 1665

1004-Registers of baptisms, marriages, and burials of Leiden
234	 Dutch Reformed congregation. Hooglandsche Kerk, baptisms, 1636–

December 6, 1644

298A	 Roman Catholic congregation. Church at the Kuipersteeg, baptisms and 
marriages, 1660–1711

Rijksarchief te Beveren
BS7-Parish registers of the arrondissemen of Dendermonde

266/3	Denderhoutem, parish of Sint-Amandus, baptisms, 1617–92

Rijksarchief te Leuven
682/1-Registers of inscription of the students at the Old University of Leuven, 1426–1797

25	 Liber sextus continens catalogum matriculæ Universitatis Lovaniensis inscriptorum, 
February 19, 1616–February 3, 1651

Stadsarchief Lier
442-Parish of Sint-Margareta, index of burials, 1422–1797

Stadsarchief ’s Hertogenbosch
0072-Notaries active at ’s Hertogenbosch

2740	 Minutes of the notary Jacob De Bye, 1698–1701
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Andrew Parrott, The Pursuit of Musick: Musical Life in Original Writings & 
Art c1200–1770 (n.p.: Taverner, 2022). ISBN: 978-1-915229-54-0.

Stewart McCoy

Weighing in at 2241 grams (4.94 lb), The Pursuit of Musick is a 
heavy book but is far from being a heavy read. This highly enter-
taining account of music from c.1200 to 1770 is informative and 

authoritative. Rather than write another music history textbook similar, say, 
to Gustave Reese’s excellent Music in the Middle Ages (1940) or his Music in 
the Renaissance (1954) and those that have followed it, Andrew Parrott tells 
the tale by quoting contemporary accounts interspersed with facsimiles of 
music and paintings. There are more than 2800 entries with 560 images, of 
which 300 are in color. Parrott claims to have been inspired by The Oxford 
Companion to Music, edited by Percy A. Scholes (9th edition, 1956). Passages 
in foreign languages are given in English translation only, but the original 
texts may be seen online with free access at www.taverner.org. Chaucer and 
other early writers are quoted as in the original source, but with helpful side-
notes. For example, in Chaucer’s “The Miller’s Tale,” Nicholas could sing,

And as wel koude he pleye on a giterne,
In al the toun nas * brewhous ne taverne       *was not
That he ne visited with his solas*,                    *entertainment
Ther any gaylard* tappestere° was.                 *merry   °barmaid

No source reference is given in the book, but it may be found at www.tav-
erner.org as Chaucer, c1390: The Miller’s Tale, l. 3333–6; ed. R. N. Robinson 
(1974), 50.

Lower down the page is a woodcut of a group of students—two singers, 
a lutenist, and three players of wind instruments—serenading a naked lady in 
the window above. She seems to be smiling, but may not really be enjoying 
the performance as she is emptying the contents of her potty into the street 
below, alongside the musicians and nearest the lute player. The caption is 
kept to a minimum: “STUDENTS SERENADING, c1501 (Basel)”; the full 
reference is given at the back of the book under Picture Sources as “Jakob 
Wimpfeling, ‘De fide concubarum in sacerdotes’, c1501 (Basel) reprinted 
1882    Sunny Celeste/ Alamy.” References to pictures are included in the 
book, presumably because they take up only ten pages, whereas bibliograph-
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ical references and foreign-language texts are available only online as they 
would have taken up too much space in the book.

The Pursuit of Musick is similar to an encyclopaedia, but how should 
this wealth and diversity of material covering the best part of six centuries be 
presented? Should it be arranged chronologically or alphabetically? There is 
no easy answer. Parrott arranges everything into a complex series of themes, 
which means one can compare how particular aspects of music have been 
viewed in different countries and at different times in the past. There are 
three principal parts: “Music & Society,” “Music & Ideas,” and “Music & 
Performance.” Each part consists of up to eleven main chapters presenting a 
wide picture, followed by up to fifteen ancillary chapters dealing with more 
specific aspects. For example, Part 1 has eight main chapters: “Everyday Life,” 
“Educated Classes,” “Public Entertainment,” “The Church” (two chapters), 
“The Courts,” “The Professional Musician,” and “The Composer.” These are 
followed by fourteen ancillary chapters, including “Dancing,” “Music at Ta-
ble,” “Public Devotion & the Oratorio,” “Church Congregations,” “The Cas-
trato,” and “The Instrument Maker.”

The first chapter, “Everyday Life,” is subdivided into “Country,” “Town,” 
Home,” and “Festivities.” In the “Country” section Parrott shows how music 
making was not confined to court and church. In 1581 in the countryside 
around Florence, Montaigne observes, “seeing these country people lute in 
hand, even down to the shepherd girls with Ariosto on their lips. This you 
can see throughout Italy.” A little later, in 1645, John Evelyn writes of Naples:

The Women are generaly well featur’d, but excessively libidinous; the Coun-
try people so jovial and addicted to Musick, that the very husbandmen al-
most universaly play on the guitarr, singing and composing songs in prayse 
of their Sweete-hearts, & will go to the field commonly with their fiddle.

In the “Town” section we are reminded that some composers, notably Janne-
quin, Weelkes, Gibbons, and Deering, all composed music based on traders’ 
cries in Paris and London.

Confirming the seventeenth-century association of citterns with barber 
shops in England, Thomas Brown wittily writes in 1700:

In a Barber’s Shop I saw a Beau so overladen with Wig, that there was no 
difference between his Head, and the Wooden one that stood in the Win-
dow. The Fop it seems, was newly come to this Estate, though not to the 
years of Discretion, and was singing the Song, Happy is the Child whose 
Father is gone to the Devil, and the Barber all the while keeping time on his 
Cittern, for you know a Cittern and a Barber is as natural as Milk to a Calf, 
or the Beares to be attended by a Bag-piper.
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In the “Home” section Samuel Pepys is quoted as writing in 1660, “So [to] my 
Lady Wright to speak with her, but she abroad; so Mr. Evans, her butler, had me 
into his buttery and gave me sack and a lesson on his lute, on which he played 
very well.”

In Chapter 2 of Part 1, “Educated Classes,” there is an interesting dis-
cussion of which instruments were considered suitable for women and which 
might enhance their femininity. How people looked when they played in-
struments was evidently an important aspect of performance. In Hoby’s 
1561translation of  Castiglione’s Il Cortegiano (1528), we read:

Imagin with your selfe what an unsightly matter it were to see a woman 
play upon a tabour or drumm, or blowe in a flute or trompet, or anye like 
instrumente: and this bicause the boisterousnesse of them doeth both cover 
and take away that sweete mildenes which setteth so furth everie deede that 
a woman doeth.

In “The Burwell Lute Tutor” (dated by Parrott as c.1670), the lute is the 
winner as far as appearances are concerned:

For what concerneth the partes of the body the Lute hath a great advantage 
over other instruments. . . . All the actions that one does in playing of the 
Lute are handsome, the posture is modest free and gallant and doe not 
hinder Society. The Shape of the Lute is not soe troublesome and whereas 
other Instruments constraine the body the Lute setts it in an advantagious 
posture. When one playes of the Virginall he turns his back to the Compa-
ny. The Violl intangleth one in spreading the Armes and openeth the Legges 
which doth not become man much lesse woaman. The beauty of the arme, 
of the hands and of the necke are advantagiously displayed in playing of the 
Lute. The eyes are employed onely in looking upon the Company.

Arranging the entries as Parrott does is problematic, because related quo-
tations can end up in different parts of the book. References to lutes and other 
plucked instruments abound throughout. If you wanted to pursue the theme 
of which instruments were considered suitable for women, you would have 
to skip 294 pages in the book to find some of what Thomas Mace had to say 
in Musick’s Monument (1676):

(answering an “Aspersion. . . . That it is a Womans Instrument”) if by That 
Saying They would insinuate, That it is a Weak, Feeble, Soft Instrument, as to 
the sound; what can that signifie whereby to make it a Womans Instrument 
more than a Mans? ¶But whereas first they say, It is the Hardest Instrument 
in the World; That shews They Contradict Themselves in This particular; and 
conclude by That Saying, It cannot so properly be called a Womans Instru-
ment, in regard They are the Weaker Vessels; and therefore not so Fit to set 
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upon and attempt the Mastery of Things of such Difficulty.

Sometimes, where quotations from a single source are not found togeth-
er, there are useful cross-references. For example, on page 54 Thomas Mace 
is quoted writing about the need for an organ to help congregations sing in 
church. It has a cross-reference to page 482, where he writes about the impor-
tance of singing in tune in church, which is helped by having an organ. The 
index lists twenty-five references to Mace scattered throughout the book, and 
there is some unnecessary duplication: much of the Mace quotation on page 
54 is duplicated on page 122:

. . . if you will Sing Psalms in Churches well, and in Tune, you must needs 
have an organ to Sing unto; • ’Tis sad to hear what whining, toting, yelling, 
or screeking there is in many Country Congregations, as if the people were af-
frighted, or distracted. And all is for want of such a way and remedy as This is.

Using the index is essential for locating references to a specific source or instru-
ment. For example, there are thirteen references to “The Burwell Lute Tutor” 
and sixty-three references to the lute.

In Part 3, “Music & Performance,” a chapter is devoted to plucked string 
instruments: the harp; citole, gittern, and cittern; lute; vihuela and guitar. 
Here are thirty-one references to the lute and six pictures of people playing 
various lutes: a small six-course from the ?1520s, a ?ten- or eleven-course lute 
from c.1650, a thirteen-course lute from c.1746, a seven-course lute from 
1620-30, an eleven-course French lute from 1690, and a theorbo from ?1630s. 
The pictures may give a false impression of right-hand technique, since only 
one of these lutenists plays thumb-inside. However, there are plenty of other 
pictures of lutes throughout the book, including two with good examples of 
thumb-inside further back on pages 181 and 182. The eleven-course French 
lute is from the well-known painting by François de Troy of Charles Mouton, 
and although the relevant parts—the lute and the player’s hands—are includ-
ed, the rest of poor Charles has been redacted. We cannot see his face or his 
splendid coat with buttons down the front, and it is likely that the lute is held 
secure by attaching a piece of gut behind the lute and hooking it onto one of 
the buttons of his coat.

One aspect of the book that I find frustrating is the small size of many 
of the pictures. Presumably pictures are reproduced small to be able to have 
a large number of them without the book getting too big and too expensive. 
All the pictures are clearly reproduced, perhaps because of a generous number 
of dots per square inch, but many are too small for more than a casual glance. 
For example, there is a viola da mano included in a painting by Girolamo dai 
Libri (c.1474–1555), the Madonna with Child and Saints. The entire paint-
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ing is reproduced by Andreas Schlegel and Joachim Lüdtke in Die Laute in 
Europa 2 (Menziken: The Lute Corner, 2011), page 45, measuring 22.8 x 
11.8 cm, together with a detail of the viola da mano player measuring 7 x 10 
cm. In Parrott’s book there is only the detail, reduced to a mere 4.7 x 6.1 cm.

Fortunately, not all of Parrott’s pictures are on the small side. In the sec-
tion on “Notation” he gives a lovely reproduction of page 21 of the “Capirola 
Lute Book.” In RISM Bvii, Wolfgang Boetticher gives the “Capirola” page 
size as 14.9 x 21.5 cm, which Parrott reduces only slightly to 12.7 x 18 cm. 
This manuscript has beautiful pictures in color of plants, exotic birds, and 
animals decorating some of the pages, with the aim of preserving the music—
the pictures are so lovely no one would want to throw the book away. This 
information about the manuscript may be found 210 pages further on in the 
section about the preservation of source materials.

References to the lute include Inigo Jones’s problems with the authorities 
in Dover when he brought the first theorbo to England; John Dowland’s 
complaint about others publishing his music without his permission; Thomas 
Mace’s warning not to keep a lute in bed, because the sheets “may be moist 
with Sweat, &c.”;  the picture of a theorbo player in Bellerofonte Castaldi’s 
Capricci a due stromenti (Modena, 1622), which is, surprisingly, a self-por-
trait; the blind Italian fourteenth-century composer Francesco Landini, who 
could play many instruments including the lute; and Arnolt Schlick writing 
in 1511, listing lute strings as one of the things rats drag inside organs to be 
woven among the pipes.

Some quotations may challenge our conception of what lutes were like 
and how they were played. Tinctoris, writing in c.1481 about stringing the 
lute, says, “These strings are usually made from the guts of rams, but some 
follow a German invention & add another very deep string of brass, tuned 
an octave below this, by which the sound is made not only stronger but also 
much sweeter.” Did Francesco da Milano use finger picks? In 1524 Antonio 
Costabili describes a performance at a dinner given by Pope Clement VII 
where Francesco “plays with two silver thimbles inside which are two small 
quills and plays with such rapidity that in the opinion of those who under-
stand these things he is considered unique.”

Attitudes to the lute range from the enthusiasm of Vincenzo Galilei 
(1584) writing about the very finest players of the organ:

not through defective skill and knowledge on their part but the defective 
nature of the instrument, have not been able, are not now & never will be 
able to express the affects of their sounds, such as the hard or soft, the harsh 
or gentle, nor therefore cries, laments, shrieks, tears, or finally calm & rage, 
with such grace & miraculous skill as the best players do on the lute
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to the unkind sarcasm of Johann Mattheson (1713): 

The wheedling lute. . . . The insinuating sound of this fraudulent instru-
ment always promises more than it contains. . . . The best lute piece is paid 
for twice over if one has to listen to the eternal tuning that comes with it. 
For if a lutenist reaches the age of 80, then surely he has tuned for 60 years. 
The worst thing is that barely two in a hundred are capable of tuning accu-
rately . . . in Paris (I have been told) it costs just as much to keep a lute as 
it does a horse.

There is much in Parrott’s excellent book about the lute and its music, 
and I have touched upon only a small part of the contents; there is much 
more for us to enjoy here, if we care to look beyond the end of our pegbox.
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Michal Hottmar, Lutnová hudba na území Slovenska v 16.–18. storočí. 
(Lute music in Slovak territory in the sixteenth to eighteenth centuries). Edí-
cia Hudobno-historický výsku na Slovensku začiatkom 21. Storočia, IV. 

Bratislava: Stimul, 2018, 201 pp. ISBN: 978-80-8127-262-2.*

Anna Kňažíková

The early music movement began relatively late in Slovakia, not only in 
comparison with the countries of western Europe—the United King-
dom, the Netherlands, France, Germany, among others—but also in 

comparison to close neighbors such as Hungary, Poland, or the Czech Repub-
lic. Even after the creation of ensembles specializing in historically informed 
performance, the number of lutenists in Slovakia could be counted on the 
fingers of one hand. This situation also existed in research about lute music. 

Music historians until now have paid only marginal attention to the 
sources of lute music, surviving instruments, and the lutenists who live or 
work in today’s Slovakia. There are several reasons for this: relatively few pri-
mary sources of lute music have been preserved in Slovak territory, some of 
the secondary information is fragmentary, brief, and scattered, and they are 
often in civil and municipal archives that have not been fully explored.

Therefore, in generalist publications the lute is only mentioned marginal-
ly. This is because some of the earlier publications were based on assumptions 
about the existence of lute music culture similar to those in other European 
regions, rather than on evidence from primary sources. Today’s researchers 
must verify all information and dates carefully and correct earlier errors where 
necessary. Also, many Slovak music historians who have studied the topic 
were not lutenists (this, of course, does not invalidate their research; on the 
contrary, they deserve praise for opening this topic for further research). In 
most cases, the researchers were guitarists who looked at the lute from the 
perspective of their own instrument and tried to transcribe songs from lute 
tablature into modern notation.

Dr. Michal Hottmar has been working on the history of lute music and 
lute culture in Slovak territory since his initial musicology studies, and in 
recent years also as an active chamber and orchestral basso continuo player. 

* This book has not been published commercially but is the fruit of research undertaken at the 
Comenius University in Bratislava. Copies can be obtained by contacting the Department of 
Musicology at muzikologia.fphil@uniba.sk
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He connects his research with concert performances, especially as the artistic 
director of the Ensemble Thesaurus Musicum, which presents music from 
collections of local origin. Hottmar’s book offers a comprehensive view and 
critical review of research in the field of lute music. It sets the following goals: 
1) to verify and update previous knowledge from earlier publications on the 
basis of thorough heuristic research; 2) to point out the conditions that influ-
enced lute music and lute culture; 3) to publish comprehensive information 
about preserved and cataloged lute sources from contemporary Slovakia; 4) to 
carry out a source-critical analysis of preserved prints and manuscripts of lute 
music, as well as pedagogical manuals for the lute, and to compare them with 
European lute works of the same period; and finally 5) to present information 
concerning performers and personalities associated with historical Slovak lute 
music in today’s Slovakia.

The book is divided into six chapters. Chapter 1 provides a summary 
of the current state of research and a detailed overview of generalist works, 
monographs, and studies mentioning the lute, lute sources, musicians, and 
the personalities connected with lute music in Slovak territory. It corrects 
some inaccuracies or errors that have been passed down in the literature. 
Chapter 2 gives a brief overview of the development of the instrument, es-
pecially in terms of the number of courses and their tuning, as well as tab-
lature systems. It serves mainly to give non-lute players basic guidance on 
the subject. 

The third chapter contains general information about musical life, the 
cultivation of music from the sixteenth to eighteenth centuries in Slovak ter-
ritory, and the musical repertoire of the period. While Slovakia was part of 
the Hungarian kingdom there were Slovak-, German-, Ukrainian-, and Hun-
garian-speaking populations. From the early sixteenth century, Protestantism 
was widespread in the region. Most large cities were inhabited mainly by 
German-speaking residents involved in mining, metallurgy, or viniculture. 
This influenced the cultural connections to Germany and, of course, its mu-
sical repertoire.

Chapter 4, the core of the book, focuses on the sources of lute music 
in the same period within the territory that constitutes today’s Slovakia. It 
gathers information about personalities such as scholars, intellectuals, owners 
of libraries that contain lute artifacts, and the noble families that employed 
lute players. It also contains references to musicians or instruments from es-
tates, composers, and musicians who were active in the region. Also noted are 
artifacts and references to lutes or lute repertoire in contemporary catalogs, 
including collections whose titles mention an instrument of the lute family as 
a possible basso continuo instrument. This may seem a little misleading be-
cause the basso continuo can be played without a lute, even when, as the au-
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thor states, the inventory catalog of the Lutheran Church in Bratislava from 
the seventeenth century made by Samuel Capricornus also mentions the lute; 
it is therefore reasonable to assume that there was a musician who played the 
instrument. In other music collections and catalogs that record compositions 
with basso continuo, such evidence is lacking; there is no evidence about the 
instruments or players connected with these musical sources. 

In this chapter Hottmar focuses on sources dedicated to the lute or con-
tain chapters dedicated to it. The first group is from the library of Johann 
Dernschwam, a mining officer and scholar who, in the first half of the six-
teenth century, worked in Banská Bystrica. His library of some 2100 titles in-
cludes four musical-theoretical prints that contain information about the lute 
and its music. The first is a copy of Sebastian Virdung’s textbook on musical 
instruments, Musica getutscht (Basel, 1511), from which Hottmar has trans-
lated an extensive section concerning the lute. Dernschwam’s library also con-
tains a Latin version of the manual Musurgia seu Praxis Musicae (Strasbourg, 
1536) by Othmar Luscinius. Hottmar discusses in detail a third print from 
Dernschwam’s library, Hans Gerle’s Musica und Tablatur (Nürnberg, 1546), 
from which he transcribes six compositions from German lute tablature into 
modern notation. 

Another significant source is the library of the historian and physician 
Johannes Sambucus, a native of Trnava working in Vienna at the court of 
Emperor Maximilian I. Here Hottmar works mainly with information from 
literary sources because of the four lute books listed in the catalog, only Lus-
cinius’s print has survived. 

The most important music collection with repertoire from the sixteenth 
century from the territory of today’s Slovakia is the Bardejov (German: Bart-
feld; Hungarian: Bártfa) music collection. Its origin is associated with the 
Latin Grammar School in Bardejov in north-eastern Slovakia. Since 1914 this 
monumental collection of musical prints and manuscripts has been housed in 
the National Szechényi Library in Budapest. The collection also includes an 
incomplete copy of Mathäus Waissel’s Tabulatura Continens (Frankfurt an der 
Oder, 1573). The volume is particularly significant because it contains period 
annotations that attest to its use in the early seventeenth century. 

The fourth group of lute musical sources came from the Levoča collec-
tion (German, Leutschau; Hungarian, Lőcse), which is part of the large his-
torical Lutheran Church library. As part of the music collection from Levoča 
, there was a copy, now lost, of the Luculentum Theatrum musicum (Louvain, 
1568) by Pierre Phalèse. Some sources also mention a copy of the Tabulatura 
by Gregorio Krengel (Frankfurt an der Oder, 1584), although the credibility 
of this information is uncertain. Jean-Baptiste Besard’s important antholo-
gy Thesaurus Harmonicus (Cologne, 1603), however, has survived. Hottmar 
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notes in the appendix the unique privilege of Emperor Rudolf II for the pub-
lication of this collection. He discusses in detail the repertoire, which includes 
fantasias, preludes, intabulations, and arrangements of Italian and French sec-
ular music (madrigals, villanellas, airs de cour, etc.) and dances by important 
European authors as well as Besard’s own compositions. Hottmar also pres-
ents the contents of the lute treatise that is part of the printed collection. He 
discusses in more detail the compositions attributed to Dowland as well as 
the villanelles for three voices and lute by Luca Marenzio / Besard. Among 
the most valuable sources from the Levoča collection (which also raises many 
questions) are two manuscripts known as the Levoča lute tablatures, mss. A 
and B, from the second half of the seventeenth century, or from the early 
eighteenth century, written for an eleven-course baroque lute in the so-called 
D minor tuning. Ms. A is privately owned and awaits examination; ms. B is 
in the custody of the Slovak National Museum–Music Museum. 

Using easy-to-read tables, Hottmar devotes Chapter 5 to the compari-
son of textbooks and manuals of lute playing used in Slovakia and elsewhere 
in Europe. Chapter 6 provides information about musicians and composers 
associated with Slovak territory and the circumstances of their work there: 
Sebestyén Tinódi, Hans Newsidler, Valentin Backfark, and other musi-
cians mentioned in the archives of Bratislava, Košice, Kremnica, Kežmarok, 
Levoča, Prešov, and Trnava. The appendix consists of a useful table of current 
and historical place names in Latin, German, Hungarian, and Slovak, a name 
index, an extensive bibliography, photographs, and an English summary.

Hottmar presents a substantial amount of information on the research of 
lute sources from Slovak territory in one place, which is why his book is so 
beneficial. At the same time, he supplements and updates information about 
already known sources. As a practicing musician, he explains some ambigu-
ities regarding the interpretation of lute music, critically evaluating the tech-
nical difficulty and artistic level of the repertoire in surviving collections. Also 
of great benefit is the inclusion of translations and a summary of the contents 
of some important lute compendiums. Due to the author’s ongoing research 
and publishing activity, we can also enjoy the fruit of his work in the form 
of new concert cycles, in which these sources are brought to life in acoustic 
form as well.



Contributors to this Volume

Paul Beier 

Paul Beier graduated in Lute Performance from the Royal College of 
Music, London, under Diana Poulton. He has performed in Europe, North 
and South America and Australia as soloist, director of Galatea, member of 
various groups and as continuo player in orchestral and opera productions. 
Founder and director of the early music ensemble Galatea, he has also collab-
orated with Aglaia, Aurora, La Cetra, Ensemble Concerto, Nova Ars Cantan-
di, Pacific Baroque, La Risonanza, etc. His 16 solo CDs, two of English lute 
songs with countertenor Michael Chance, and 5 as director of Galatea have 
been well received, earning recognition such as “Disque du Mois” of Réper-
toire, 5 Diapason, 5 Stars of Goldberg, “La Scelta” of Amadeus, etc. From 
1981 to 2021 Mr. Beier taught lute, continuo, and ensemble at the Civica 
Scuola di Musica Claudio Abbado in Milan, Italy. He is a founding member 
of the Italian Lute Society and has been a member of the Editorial Board of 
the Journal of the Lute Society of America since 1987.

Lothar Sickel

After a first degree in Graphic Design, in 1999 Lothar Sickel received his 
Ph.D. in Art History from the University of Hamburg. In his dissertation, 
published as Caravaggios Rom. Annäherungen an ein dissonantes Milieu (Berlin 
2003), he dealt with Caravaggio’s social environment. Since 2002 he obtained 
several fellowships at the Bibliotheca Hertziana, Max-Planck Institute for Art 
History, in Rome, and since 2005 he is research associate at this institute. His 
publications normally result from extensive archival research and are mainly 
concerned with the social life of artists and the history of collecting in early 
modern Rome.

Jan Burgers 

Jan W.J. Burgers studied and taught medieval history and worked until 
his retirement at Huygens Institute and the University of Amsterdam. He de-
voted much of his spare time to the lute and the early modern guitar and their 
music. He published monographs on the lute in the Dutch Golden Age and 
on the life and works of Francesco Molino, as well as editions of the collected 
works of Molino and several lute composers.



Journal of the Lute Society of America102

François-Pierre Goy 

François-Pierre Goy has been a librarian at the Bibliothèque nationale 
de France since 1995 and is currently in charge of the sixteenth to eigh-
teenth-century collections of the Music Department. As a musicologist he 
has investigated for several decades the sources of seventeenth-century mu-
sic for plucked strings and viol, but has increasingly turned to biographical 
research on composers, scribes, former owners, and other people connected 
with musical sources, and the history of the music collections of his insti-
tution. Together with Jana Franková, he has been one of the curators of the 
virtual exhibition Antoine Reicha redécouvert – Antonín Rejcha znovuzalezený 
(Moravská zemská knihovna – Bibliothèque nationale de France, 2021) and is 
preparing an updated catalogue of Reicha’s works.

Stewart McCoy

Stewart McCoy has a diploma in Lute Teaching (ARCM) from the Royal 
College of Music, a degree in Modern Languages (BA) from Nottingham 
University, and a Master’s degree with distinction in Historical Musicology 
(M.Mus) from King’s College, London. He has edited music for the Lute 
Society and Viola da Gamba Society of Great Britain, taught the lute and 
viol on early music courses in England and abroad, and written articles, and 
reviews of books, CDs and music editions. His performing includes a season 
playing the lute and theorbo on stage for the Royal Shakespeare Company 
in Stratford.

Anna Kňažíková

Anna Kňažíková studied church music (organ playing and choir con-
ducting) at the Church Conservatory in Bratislava. Subsequently, she contin-
ued studying the theory and interpretation of early music with specialization 
in singing at Masaryk University in Brno and musicology at Comenius Uni-
versity in Bratislava. During her studies she primarily focused on the reper-
toire of church music in Slovakia in the sixteenth to eighteenth centuries, 
and hymnology. Currently, she teaches music history and theory at the Nitra 
Conservatory and occasionally performs as a chamber singer.




